TO THE 
RATNAVALI 


28७ if Te) 


| 
i 


b * » 
a am e" ram cm omm m ne asnes 
Es ०५ ७००५ AF Ge ot "> 
5 


id 


" 
>= — tu t ene ^ -—— M > « 
" = qat - - , 


r1 c o 
~ aegne का 
IT T he 


= “क 


^ omar eee ०-5 oS mat ong 
i eea = 


Se vee 


= 


= 


LJ 
= 


>>. = Pe VP  ———— omo ie nS ta 
1 4e अंक B 7A अ. æ am Shs -— ET 5ve c 
d " 


- 


= = =. soe 


— a 


"e oe 


sem ——— = 
* ataie - 


" 
~s- ar te 


Pat fiA oe 


क अ mT] 


^ —À — 
— "eS 


a 
ODD Qu M art ome 


\ 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 


—  ————————— Xd क ——7 T" ms -— 

- 7७७ c^ Š A "wl श 
x | `. E ! ys e - v4 r a: - - E 2 v E 
: v4 हे "P A SET fe A 3) 
* b TE T SN E b 

‘td ONT, ^ 

R " 114-3 ~ Tai wes 

: E मर - vw "^ ~ 

x क " os | ^". 


a 
x 


A STUDENTS’ HAND-BOOK 
रत TO THE — 
RATNAVALI 
of Sri Harsha | 
U i, Es blends 


A 


"— 


Are 


Vedanta Siromani-V edanta Visarada 


V. VENKATACHALAM, M.A., 


2 Professor of Sanskrit, 
‘Madhya Bharat Educational Service. 


. "wing | 
| सर्वो भद्राणि पश्यतु |" 


E 
i 
| 


P Price Rs. 2-8-0 Ee ENS 


| = * > SAC Sat 17] "s 
tod T a - RATS a. 
E EM ] 
SON Ses WR VE en i ९ we ta Nal LY 
नद ts 4 A. 3 e t rd wi ^ m LZ wn 
/ ५ 5 tsa w SS ST Wt e 
"ED, IU ROD ae M x t " wy " "o TR" 


ion 


F 


+ ? X 
oundati 


mo 
$ : 


PREFACE 


The present hand-book is a re-issue in a separate 
form of the notes for. Ratnevali: included in my 
“Vijaya” guide for the Intermediate Sanskrit texts 
of the Madras University for 1954 with a few additions 


~ _ and alterations at the end. Owing, mainly, to lack of 


time, the part dealing with Ratnavali had to be released 
last year wilh certain inevitable imperfections. Some 
ofthe character-sketches had to be given in the form 
of bare outlines aud textual grammar bearing on Rat- 
navali could noi be dealt with in full separately. These 
short-coraings have now been rectified. The outlines 
have been replaced by essays in full form and a sepa- 
rate section has been added dealing exhaustively with 


textual grammar. Besides these two major additions, 


two minor additions have also been made in the shape 
of suggestions about ‘ Additional questions’ and "Addi- 
tional passages for explanation *. 

Now a word about the different sections. The 


‘section on ‘general and critical essays’ has been 


made quite exhaustive as, will be obvious by a 


mere cursory glance at the ‘contents’. Some 
of the general essays like those dealing with the 


sources, the deviations and the authorship are 
beyond the scope of the students of the Intermediate 
class and they may therefore safely skip these pages. 
They have been included here, keeping in view the 


‘ needs of the students at the graduate and post-gra- 
duate level, where too the Ratnavali is often times. 


prescribed. | | E 
As for the annotations, they have been so chosen 


as to give an uninterrupted and more or less connected 
^. .account of the whole story of the drama. They are, 
‘no doubt, quite exhaustive by themselves ; but to make 
assurance doubly sure, & further lis& of passages has 


also been appended. The same cannot be said, however, 
of the explanations of slokas, which had to be curtailed 
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for want of space. The size of the book had grown 

far‘ beyond my expectations and I was compelled to Sut 

their number short, holding them out only as models to 

be followed. I did not want to swell the size of the 

book to unwieldy proportions and scare away the 

student—sufficiently scared. already by the exami- 

~ nation: bugaboo !—by the frightening number of pages 

he has todo justice to! To make amends for this, all 

important slokas, which are worth explanation have 

been given.in a separate list. The shrewd student. will 

also find that out of the fifty passages annotated, as 

‘many as nineteen are either alokas in full or parts - 

| thereof and full explanations of all these slokas can 

| > be found in these annotations. 

Though primarily intended. as an examination- 

- guide, my aim, all through, has been to produce a sympa- 

thetic understanding and cultivate a genuine interest 

. in the student for his subject with a view . to evoke his 

' finer feelings and sharpen his appreciation of poetry. 

After all, there is no better and sound method of suo- 

ceeding well in an examination than to cultivate a, 

_ Strong love for the subject. This explains why some of `. 

the essays and annotations are 80 long, that they can- 

“ ‘not be reproduced in any examination, even by ono 

~~ with a very quick hand. Many a comment included in 

the annotations and elsewhere ‘just for the, enlighten- 

ment of the student may safely be forgotten‘in. exami- 
mation halls! tes | 


The general essays like those on the sources of the 


~ play, the deviations made by the play-wright, the con- 
troversial problem of authorship and the critical dig- 


cussions of the dramatic significance of the various- ~ 


episodes, which are ‘thoroughly exhaustive. and leave 
| s ‘nothing unsaid'have been written from the point of 
“ee ie of the advanced student or scholar and not merely 
_ V0 cater to the passing needs. of a guide-monger for 
हे = Re 2: | indation US 
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‘examinations. One hes only to go through them to be - 
convinced that it is not the so-called “‘examination- | 
stuff? which often comeup for carping and sometimes 
well-deserved criticism. It is hence my humble hope 
A. that this hand-book will prove a handy reference for . 
l| ¢heteachers as well I dare say that in the case of 
many such discussions, the student or the professor. 
‘oon hardly think of & better source for his information 
than these pages. | BOUE 
Though originally intended for the use ofthe | 
students of the Madras University, i$ is hoped that . | 
this hand: book will prove equally useful to students of | | 


_other universities as well and I shall consider my pains 25 i 
more than amply rewarded if it is found useful by a 
those for whom it is intended. | EXE 


— Tho student-world ie already aware that my guides 
for thelast two years appeared at the eleventh hour Xa 
X. and this was a handicap to them in making the best. 

|. -useofthe books. But many students have expressed  . | 
ġo me orally and through letters their satisfaction at a 

‘the little service I had done to the student-world, 

albeit not quite well-timed. 1 had therefore proposed ‘| 

. to publish the book in time, at least this year. Butas | 
the old English adage goes, ‘Wan proposes, but God hi 
.disposes'; and the unpleasant history of the last two 

years has had an unfortunate repetition! I have there-. . 
“Fore to crave the indulgence of the students again this 

-yearto bear with this delay and make the best of a 
- bad bargain and to leave it to ucceeding generations | 

‘of students to derive the maximum benefit of these — 
|. p889s. 2 | \ के 
ve - Tconclude as usual with prayers for the success 


-of all— ci m | y. ie KAE 
| समैस्तरतु दुर्गाणि सर्वो भद्राणि पस्य. | 
| V. VENKATACHALAM. | 
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ANNOTATIONS 


| Note:-THE PRECISE LITERAL MEANING OF - 
i. THE PASSAGE ANNOTATED IS GIVEN 
IN ITALICS, TO FACILITATE EASIER 
UNDERSTANDING. 


| ACTI coe 
^i. आनीय झटिति घटयति विधिरमिमतममिमुखीभूत: | 


Following the settled conventions of the Sanskrit 
dramas, Sri Harsha in the प्रस्वाचता of his play, presents 


at the outset, the Sutradhara on the stage. The 
Sutradhara introduces the play and its royal author 
to the audieuce and pays a warm tribute to the play 


and the playwright. He then instructs the नटी to 


prepare herself to play her role, whereupon the actress 
reproaches him for being so callous to his responsi- 
bilities. For her part, she was so consumed by worries 
about the forthcoming marriage of her only daughter, 

. with her fiance in a distant land that arole on the 
stage was the last thing she could think of. The 
Sutradhara takes convenient refuge in the philosophy — — 
.of Fatalism and seeks to allay her fears by affirming | 
that nothing was impossible for Fate and she need: 


entertain no worry on the score that her जामाता was 
दूरस्थ, 


. Fate, observes the Sutradhara, when favourably 
inclined, unites persons with what they aspire for, 
wherever the aspired persons or objects be. It unites 
one with the object he cherishes in no time by bringing 
it even from the distant corners of the. globe or right 
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| the ocean or even from a 
from the hoary deeps of ठ 
- distant continent 07 island (द्वीप) cut off E iun d 
S . Again, Fate works at lightning spee and with - 
ec einen Time and distance are shere: ore 
factors that are of little account with Fate and the one 
thing that really matters. is its favourable aspect Or, 
L x 


^m other words, that it should be अभिम्लुखी भूत. Fate, in 


ort. could bring about a union e persons in the very 
EST des 02 000 can say J ack Robinson. The 
Sutradhara therefore counsels patience to his consort 
and asks her not to be needlessly perturbed over the 
: faot. thatthe bridegroom was in a distant land; for, with 
the favourable aspect of Fate, the bridegroom would 

- jump the distance in the twinkle of an eye. 


the.middle of the sea and the extremes of the quarters . 
js intended to suggest Fate's mastery over distance and 
the word झटिति suggests, likewise, its supremacy over 
- time. ADN | 
Reni BY introducing this incident, Sri Harsha has con- 
- rived to introduce the story. to the audience in 2. 
manner that is as novel as it is dramatic. For, this 
verse acta as the turning point in the narrative and 
serves to introduce the scheming minister Yaugandha- 
_ rayana, who comes out with words of warm apprecia- 
_ tion for. the sentiment embodied: in the verse. 
. Ratnavali, the princess of Ceylon, who had been 
betrothed for his master had reached his palace merely 
1s bya propitious Fate. It was Fate that brought her 
from a distant ÑT; agaih it was Fate that made 


I: "m 
dN 


FO her su b ^ ३% ^ ^ z: - 
+ her survive the shipwreck and rescued her from. 
eee जलनिधि: राच मध्य्‌, and Fate it w 88; 8 gin 

- CC-0. Prot. Satya Vrat nd Fat recon dw gait pishat BED pght hera 
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- The enumeration of places like distant island 8, s 


from the southern दन्त to Kausambi, the capital of 


Uday ana through the intervention of a merchant of the 
city returning from Ceylon. =. : 


9. सर्वथा स्पश्न्ति नः स्वामिनमभ्युदयाः | 


At the opening of the चिष्कस्भक of the First Act of 


the drama, Yaugandharayana appears on the stage 
voicing his hearty approval of the sentiments expressed 
by the Sutradhara about the supremacy of Fate. He then 
proceeds to explain how the truth of the statement was 
clearly demonstrated by the incidents leading to the 
arrival of Ratnavali to the palace of Udayana. He says 
that it was only by accident that the drowning princess 
secured a plank with which she reached the shore and it 


was equally an accident that she was seen by a merchant 


` of कोशास्ची, who recognised her identity by the रत्नमाला 


and conducted her to the city. All this would have 
been impossible, but for the favourable aspect of Fate, 


From these fortunate accidents, he concludes that 


there were unequivocal indications that prosperity was 


aure to smile upon the king ultimately. He had sought 
the hand of the princess of Ceylon for his king, only 


because he had full faith in the सिद्धादेश that he, who 
took her hand, was destined to be a erat. The 


progress of events augured well for Udayana's wedlock 
with Ratnavali, because in spite of adverse circum- 
stances, a propitious Fate had conducted her to his 


eourt. His marriage with Ratnavali was thus already . 


in sight. Yaugandharayana, therefore, takes heart at 
the fortunate turn of events and exclaims in joy that 
the rise of his masters power and greatness was a. 


foregone conclusion. All these favourable events clearly 
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- indicated, he says that presperity was surely attending 
- eon his master- 


- 8. कष्टोऽयं खळ RAR: ll or स्वेच्छाचारी भीत एवास्मि भरुः | 


Yaugandbarayana recounts how propitious Fats 
— had conducted Ratnavali to Kausambi and feels 
reassured that those fortunate accidents were sure 


pointers of the अभ्युदय of his master. He then explains 
how the प्रशुप्रयोजन was well nigh accomplished, but still 
— his dissatisfied heart was tossed with fear. 


=. > Commenting on the strange feeling of nervousnes 
= heexperienced eventhough his efforts for raising the 
— prosperity of his master had almost been crowned with 
success, he makes a general observation saying that the 
— lot of servants is always a difficult one.In his case, it was 
~ jn the best interests of his master, that he had planned 
- ^to bring.about-his marriage with Ratnavali. In actual 
- execution too his plans, luckily enough, had not missed 


= 
-—- 


— {heirmark. Ratnavali was in the court asa protegee 


— of the queen. The scene was thus brilliantly set for her 
Pe tho kings eye and the birth of his love 


— forher. Further the chamberlain Babhravya and 


— Vasubbuti, the Ceylonese minister had both survived 
_ the shipwreck and had met Rumanvan, Udayana’s 
— general. _ This would ensure the recognition of Sagarika’s 
_ real identity af the proper time. Thus his schemes 


a ] 


for raising his king had almost borne fruit and nothing 
ha | ; 


— question and what all he had done, had been only in 
the interests of bis master. The only error—if it can 
pit 0 called so—he had committed was in not apprising 
‘We Xing in advance of his schemes and acting with his 


sw) 
$ ; 
Dios 26. 
«p 


Seen A .* . 
ie , .- s ^ (€ : : 
AY. SN EA » ‘ J 


— had gone wrong. His loyalty to his master was beyond. 


= 


l He had thus been a स्वेच्छा' री ha x 
oe VR a 
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account he was feeling nervous that he might court the 
ire of the king. He sayathat because he had acted 


according to his own free will, he was afraid of the 


muster. He had, doubtless served his master quite 
loyally and all the same, he was apprehensive of 
of what the king might say and this strange situation 
convinces him in & telling manner that the lot of a 
servant was indeed an onerous and difficult one. The 
wonder of it was that he was afraid of his master’s 
attitude, without having wronged him in the least. ` 


The following verse of Bhartrhari brings out ` 


effectively the difficulties of servitude— 


MAAR: Sue: वाचको जल्पको वा! 
Ye: पाश्वे अवति च वसन, दूरतोऽप्पघ्रगढ नः | 
क्षान्त्या भीरः, यदि न सहते प्रायशो नाभिजातः 
Saas: परमगहनो योगिनामप्य गस्यः॥ 


and the hazards involved in serving a king are beauti- 
fully describad by the following vers» from the Mudra- 
rakshasa— | 


राजसेवा AJAMA, असिधारावलेदनम्‌ | 
पञ्चाननपरिष्वङ्गः व्यालीयद्दसुसूनन ॥ 

4. मम पुनर्मन्ये महानुत्सव: | | 
Towards the conclusion of the विष्ठझ्मक of the First 


Act, Yaugandharayana observes that the king was ~ ae 


arriving there like a veritable ggzrq to witness ‘the 


celebration of the festival of Love by the people. The 
Act proper then opens with the king on the?stage 


i dressed in the characteristic चलन्तात्लघरेष in the com-. 
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- The kin isin a convivial mood, quite in keeping 
with the 0060; of -the gay-festival. Addressing the 


Vidushaka, . he. exclaims that everything about him 


was conducive to immense pleasure and that the 


festival was really Ais, though named after Manmatha.. 
Enumerating the various factors that contributed to . 
- such ecstatic delight, he says that the subjugation of . 


the enemies had established peace in the land and the 

- onerous responsibilities of governing the land were 
shifted to the shoulders of efficient ministers. Under 
the aegis‘of the benevolent reign: (संस्यकपाळन) of the 
ministers, the subjects were living in comfort. The 
king, therefore, had little cause for worry on any 
account. ‘The first essential condition for happiness, 
namely, freedom from worry was thus ensured. There 

" were,.further many positive sources of pleasure too. 
The thrilling company of his queen, a queen of beauty 
and the queen of his heart could melt him into delight. 
(The king here uses the significant 6pithet प्रद्योतस्य Sai 
“which is reminiscent of his amorous adventures with 

— her, prior to their marriage and suggests his ardent love 
* for her.) The.time was then spring, the most delect- 
_ able of the seasons. To crown all, there was his own 
- company, (ie. the company of the Vidushaka) which 
— was infectious with cheer and mirth at all times. Thus 
_ With the entire absence of worry and with such positive 
_ sources of pleasure, the king feels that the occasion was 


0 great festival for himself. A festival is but an- 


i pocaaion for joy and gaiety (उत्खूते aaa इति उत्सवः). The 
— king then felt such unique joy that he considered it a 
_ regular festival for him. Shag 

=> Hin joy in-the festival, he felt, far excelled 


| a j 


2 EY of Manmatha and hence declared that he 


B 
| 1 
; Ce Te Or uL 
"y गो > aes ~ 
Q^ i a pots - 
E "e p Ll. 1 os e 


Roa ra WAS ROB, exper Jenced: ithe »jey rafutbeusa 


1 


- 


occasion and the festival was therefore his. To bis 
mind, it appeared that the festival should more appro- 


,priately be styled उद्यनोत्सच and the name मद्नोत्लव 


was merely a misnomer. 


5. कौशाम्बी शातकुम्भद्र्बखचितञनेव एकपीता विभाति । 
The Vidushaka directed the attention of -the king 


o the various lovely scenes of the celebration of the 


मदनमहोत्खव in the city. The citizens were dancing 
merrily with their amorous sweet hearts twining round 
their necks: the streets were resounding with melodious 
music and the entire atmosphere was covered with fine 
fragrant dust (asata) of golden hue. 


When the Vidushaka concluded his description of 


‘the scene, the king felt delighted to witness the प्रमोद्‌ of 


the citizens and described the scene again, as it impressed 
his mind. In whatever direction he turned, he saw only, 
an unbroken siretch of yellow and it appeared, as though 


all the people of sarei were dyed with liquid gold. 


The fragrant powder (पिष्टातक) liberally mixed with fine 
saffron-dust (कुकुमक्षोद) was suspended all over in the 
air that the whole atmosphere looked golden and 
created an illusion of dawn. 


Further the revellers were all decked with orna- 
ments so profusely that the bright golden flash of the 
jewels radiated all over their bodies and covered them - 
altogether. To crown all, they had adorned their crests - 
with huge wreaths of Asoka flowers, which too flashed 
their golden hue over the heads. Thus when the king. 
observed the scene from a distance, everything appeared 
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- 4o him to have been moulded of gold. He then felt 

- that the opulence of the city was clearly reflected by 

their वेष and that their wealth easily surpassed the | 
~ 


~ treasures of Kubera himself. By the cnmulative effect 
- of the fine saffron powder which filed the air, the 
— golden ornaments on their bodies and the crest bands 
_ of Asoka flowers on their heads, the whole city appear- 
. ed to be a vast expanse of yellow (qatar) that to the 
_ king's imaginative mind, it ‘appeared as though all the. 
— people of the city were coated with a bright dye of 
yes -. The verse iè a tribute to the king's cultivated 
- aesthetio sense, his soaring imagination and power of 


' vivid description. — 

6. किमेतेन खण्डेन. मोदकाः eget: वा क्रियन्ते । E 
> E When Madanika and Chutalatika appear on the 2 
80820 dancing in ecstasy, the king describes their क्रीडार स 

- in a tone of appreciation. The Vidushaka asks the king's 

- leave to dance with them and thus add his share to the 

. celebrations. The proposal having earned the. approval 

_ of the king, he approaches them and reguests Madanika 

, to teach him the aAA. The maid smiles an ironica} 
smile at the stark ignorance of the Vidushaka and tells 


Et what they Sang was a हिपदीखण्ड and nota 


- ... The word खण्ड in द्विपदीख्ण्ड is used in the sense — — 
: pe ca? and the expression means a part of a 
ERAT Pong E also means “sugar-candy” and this . 
Tatter senso lone strikes the mind of the Yidushak 
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quite in keeping with his proverbial fondness for dainty | 


dishes! He is however at a loss to know what द्विपदीखण्ड 


means and presumes that it refers toa new variety of 
sugar-candy—unheard of even by him !—and therefore 
desires to know what sorts of sweets could be made 
out of it. He therefore asks Madanika, whether different. 
kinds of sweet meats like मोदक or लडडुक could be made: 
out of that खण्ड, referred to by Madanika as dvipadi 
khanda. The Vidushaka is an ardent subscriber to the 
philosophy of “ Laugh and be merry " to which motto 
he would add an amending clause’ ‘‘Eat,drink and be 
merry” not far different from the Sanskrit maxim “sgot 
कत्था gd fas. He is an epicure with cultivated tastes, . 
who lives to eat. By this statement he betrays not 
only his stark ignorance of matters musical, but his 
passionate hankering for nice delicacies. The very 
mention of the word खण्ड sharpens his culinary memories. 
and makes his mouth water ! : | | 


7. नन्वाज्ञापयतीत्येव रमणीयम्‌, विशेषतो«्च मदनमहोत्सवे | 


As the two maids were dancing before the king, 
Madanika reminds Chutalatika about the errand on 
which the queen had sent them and suggested that it | 
was time, they conveyed the queen's message to the  . 
. king. She readily accepted the suggestion and both of 


them after addressing the formal जयतु भर्ता started: 
saying भडिनी आज्ञापयति ... No sooner had they uttered 
these words, than they realised their error and corrected 
themselves by substituting faarqata for ओज्ञापयति. 

The king however rose equal to the occasion. In- . 


. stead. of sgprimanding the, maids.fon then impertinence,s, 
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| 10. . 
-ho observed that they had slipped into the right word, 


-and that it needed no correction at all. The word 

आज्ञापयति he said, was quite graceful and it was parti- 

-cularly so then, when the मदनमहोत्सच was being celebrated. 

, The king meant to say that there was nothing wrong 

-in the queen commanding him. When this was so even 

__ On normal occasions, the case for the occasion . of 

| 'मदनमहोत्सव was. much stronger. The मदनमहोत्सच 

‘devoted to the worship of Manmatha is a time, when | 

_. love reigned supreme. And women reigned supreme 

- when love reigned supreme. Hence it is that the king 

` . felt thata behest from the queen was quite meet for 

the ocoasion and gallantly remarked that the queen 

_ -could very well assert the prerogative of commanding 
_ him at the time of the festival of Manmatha. 


` This gallant statement is a tribute to the chival- 
Tous bent of the king's mind and Tepresents him asa 
‘fine flower of chivalry. This statement therefore gives 
the lie straight to the criticism made by Prof. Ray, 
‘who says:. '** In the Ratnavali, the spirit of chivalry is 

- ‘Conspicuous by its absence”, — ^ ~ 


| 8. .आभाति.मकरकेतो: पार्शवस्था चापयष्टिरिव |. 


z us ‘Vasavadatta, apprehensive of Sagarika falling 
within the द्शनपथ of the king, dismisses her and directs 


E ‘her to take care of the शारिका. Sagarika however, 
_ Prompted by curiosity, stays behind to witness the 


ia -मद्नपूज्ञा and proceeds to gather flowers. The queen 
. then instructs Kanchanamala to install the image of 
maths at tho अशोकमूल, In the meanwhile, the 


ushaka had obs subside 
. 5 «C observed that the Face had eubsided, . ^ 
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and from that he concludesthat the queen had reached. 
the अशोकमूछ- | : EET 
The king applauds his friend's correot conjecture 

and actually seeing the queen at the foot of the Asoka 

. ‘tree by the side of the image of Manmatha describes 
.. her. The queen, standing by the side of Manmatha, he 
says, was like the bow of Manmatha by his side. There 
were two factors that facilitated such a poetic com- 


parison of the queen with the चापयश्टि of Cupid. The 
comparison however is based on puns. The bow is 
छुखुमखुकुमारसूति and so is the queen; the bow is नियमेन 
agag मध्यं quadr and so is the queen. Both the - expres- 
sions convey different meanings when qualifying देवी and 
the चापयष्टि, As applied to the queen, the first eipithet 
. means, “having a body delicate like a flower” 
(कुसुममसिव खळुमार कुछुमखुकुमारं, ताइशी g: यस्याः सा) 
and as applied to the bow, it means “having a body 


delicate with flowers" or in other words, Cupid has a . 
bow, the body of which is moulded of flowers and is 


hence Very tender (कुछुमैः सुकुमारा gta यस्याः सा). As 
applied to the queen, the second epithet means” 


“bearing a waist rendered thinner by austerities". The 
ides is that the queen had been observing various 


niyamas aspreliminaries of the मद्नपूजञा and consequent 
ly, her waist, which was naturally thin, had now beco- 
me very thin (तझुनर). As applied to the bow, it means 


"having, as a rule, a very thin middle." The idea is ° 
that the middle region of the bow forming its grip is 


| very thin asa rule. Thus नियमेन means “by austeri- 
CC-0.ie8 ११५१0०३8७1 Gnvaniably oand ye, meansaiowaiat » 
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: " aa well as “middle part” by which the bow is gripped, 

र known in Sanskrit as wean. Thus by virtue of her 

 झुकुमारसूति and her तनुतरमध्य) the queen appeared libe 
the bow of Cupid. - OG RE aa = | 

 Theword aff means ordinarily a “ stick." or “staf” 

-and the expression चांपयश्टि 18 usually dissolved &s चापः 

_afufta and taken to mean “a bow which is likea - 

; atio » Prof. Ray dissolves the compound as यावस्य 

यष्टिः and takes it to mean “ bow-staff?', and adds that 


- the expression refers to “the wood or horn alone with- 
— out the string”. The author of the commentary called 


EC takes the word atu in the sense of atg and 
dissolves it as. चाप एव यष्टिः. According to the latter 
_ interpretation, the expression would mean “bow-missile’” : 
_ that is, Manmatha’s weapon, in the form. of the bow. 
—The commentator further on makes an interesting 
original suggestion that n better method would-be to 
` ४३६० यष्टि as प्रशंलावाचक and not to take it in its literal 
sense, in which case the expression would mean ''a 
 preiseworthy bow” or in other words, “a beautiful 
bow." This novel interpretation of this modern com- 
montator is well worth pondering over. | 


9. अनङ्गोऽयमनङ्गत्वम्च निन्दिष्यति भुवम्‌ | 
EE ‘When the king and the Vidushaka come to know 


"from the atilincs 
from the stillness of the नुपुरशब्द्‌ that the queen had — 
- reached the अशो they proceed to the spot, The 


Joon receives him with reverent cordiality, and offers as 
we Bau enr ae queen then proceeds with her . _ 
ASW With the kin; g k o king; A E 
à Prof. Satya Vrat Bras t हिहि।0 Mew me D p3&:xdeeplgon USA >. 
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impressed by the scene and grows eloquent in describing 


- it. The queen clad in a fine red garment strikes his eyes . | 
३8 & बालग्रदालावटापप्रधवा छता. The palm of the queen -.. 


close by the tree creates an illusion, he says, of another 


. Weacinwea of the Asoka tree. 


Proceeding in the same strain, he then says that on 


that day Manmatha would really regret his being with- 


out a body, as it had deprived him of tbe thrilling touch 


of the queen's hands. The king had been observing the ` 


queen’s hands touching. the image, while placing the 
flowers and is reminded of her पाणिस्परासुख, which 


he had so often enjoyed with relish. And immediately 
the thought flashes across his mind that Manmatha 
being bodiless could not enjoy that delightful thrill of 
her पाणिश्पदा, even though the hand was actually 
resting on him fi.e., his image). The king then says that 
Manmatha would certainly curse his stars and condemn 
the fato that made him bodiless, because it had depri- 
ved him of the rare privilege of enjoying the soft touch 
of the queen’s velvety palm 


~ The critical observations of Prof. Ray on this verse. 


are quite interesting. He writes— ‘Here the conceit 
is very much strained. If the reference is to the image 


of काम installed, it has अई and no question of the 
अत्तङ्कत्व arises. If however the original of the image is 


‘intended, it isnot touched af all and the question of. 


'पाणिस्पशसुख does not arise. Tt is poetic fancy run amuck 


that tranafers the touch of the image to the original, 
-yet denies him the benefit of the body of the image”. 3 
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d Be AGI, | 0. 
10, अथवा कस्तव दोषः । अनडुशारंभीतेन तवयेवम व्यवसितम्‌। = 
The Second Act opens with Sagarika. with the 


E equipment for a portrait in the कदली गृह. Hor love has 


Rc "far advanced and her heart languishes for her lover. 
D | Quite oharaoteristio of lovers in such 8 state, she has | 
_ Jet her mental equipoise and speaks all sorte of things 


E. 
[^ है ० . 
_ addressing anything that occurs to her mind.. Now she 


charges her heart of मूढता and a little later on, she 
3 accuses her cruel heart of disloyalty in deserting 


Pd 


E her, its life-long companion and running after her lover, 
. her, its ife- : 
~ “gmomentary acquaintance (क्षणमात्रदर्शनपरिचित)- 


x Continuing in the same unsteady ‘strain, she then 
* justifies such an -attitude on.the part of her heart. 
j - She says that her heart was not to be blamed, for it had 


- done so only out of fear of the arrows of M anmatha. 


- Tt is very common with lovers in the initial stages of the 


_ progress of their love to imagine that their love is not 
_ reciprocated by. the other party. Sagarika, following 

- the generality of lovers, feels likewise that Udayana. - 
did not love her in return, or ih other words, that 
- Manmatha did not fling his arrows at Udayana but 
- made her.the only target of his attack. This explains, 
Ey se Boe Aaye: Y why her heart had deserted her and taken 
— refuge with her lover, for remaining with her, it had to 
_ suffer the severe torture of Manmatha's arrows and to 
.. save its skin, Jt had to fly to a place of safety, free 
E - from the attack of the arrows. Such a place was to be 

: . found‘in Udsyana-and hence it had taken refuge under : 
. him | ण अर eee 

—. —  The' 80078980107 as well as the defence of the heart 
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takes hold of lovers in a similar state. Oppressed by | 


their own imagination, lovers migrate to a different^ 
world—a dreamy world of their own creation !—where 
they revel in such “sweet nothings” like these and it 
is difficult .to find rhyme or reason in their utterances 
at such moments.. Sagarika is lost in reverie and her 
entire soliloguy is characterised by the same lack of 
reality. ; 


11. अथवा न कमलाकरं वर्जयित्वा अन्यस्मिन्‌ राजहंसी अभिरमते | 


In the sarn ofthe Second Act, Susangata appears 
on the scene searching for Sagarika. Nipunika tells: 
her that she saw Sagarika entering the कदली गृह with a- 
ferm and the materials for drawing a portrait. 


Shortly after this, Susangata enters the plantain-bower 
and finds Sagarika so deeply engrossed in drawing a 
pioture, that she did not even notice Susangata's entry- 
This unusual mental abstraction of Sagarika rouses the: 
curiosity of the maid, who wants to know what it was: 


that engaged her friend's mind so much. She stealthily . 


moves behind her and finds that the picture on the 
(eme was that of the king. | - 


It becomes crystal clear to her that Sagarika had 


fallen in love with the king. Applauding her rightly 
directed sentiment, she inwardly exclaims—ary MIRA 


arg. She then makes this observation, by which she 


justifies within herself Sagarika’s love for the king. 


. A royal swan, she says, does not delight in any other 
place except a huge lake of lotuses. The idea is that. 
"Sagarika being a matchless queen of beauty must 


naturally be drawn by a person, who would be an 


equal match for he to n beaut Seen: by 5 wee Dur 
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_ extremely proper that she should have surrendered her 
_ heart to no less a person than the king 


 . This idea is effectively brought out by the com- 
- parison of Sagarika’s love for the king with the natural 
affinity of a राजहंसी for & कमलाकर. There are number- 


— Tess varieties of water-birds dwelling aud even delighting 
- — in all sorts of waters, muddy tanks, shallow ponds 
___Btagnant pools, dirty puddles and what not. But the 


राजहस has a superiority, all its own. It shall not 


"touch even the margin of these abominable waters 
Nothing attracts it; but the clear lake with beaming 


lotuses in it. Sagarika likewise was a कन्यारत्न--88 
referred to by Susangata and Vasantaka later on— 
_ and it is but proper that she loved the king, who as 
the Vidushaka puts it, was कुखुमचापलमानरूप and who 
= was so beautiful as to be mistaken for Manmathe 
himself in flesh and blood 

The feminine gender in राजह सी is intended only 
“to balance with Sagarika and there is no special 
x significance in the choice of a female राजहस 


ES This sentence is a close imitation of the Statement 
. Snthe Sakuntalam—ayar सागर AMAA ERST चा AETA- 
ie अधघतरति 
E अहो ते निपुणत्वम्‌। किं पुनः शून्यमिव चित्रं प्रतिभाति । 
E 'अहमंप्यालिख्य रतिसनाथं करिष्यामि । ` 
[ i .. Sagarika’s efforts to conceal th SO | 
: We Susangata's view did no sh il ण ihe 


t succeed, for the 
‘had already seen it and hence got | 
Satya Vrat Shastri Collection, New Delhi gott for cibly fro Il SA ree 
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her and asked her, who was the porson portrayed in the 
picture. Sagarika made a further attempt to conceal 
the truth aud gave a shrewd answer saying that it was. 
a portrait of Manmatha. In explanation of her choice 
of Manmatha, she suggestively added TIATIA saa. 
The ovcasion was Manmatha’s festival and he was hence ` 
looming large in the minds of all and that. explained 
why Sagarika had chosen to draw his portrait. 


wA 


But Sagarika scarcely realised that she had 
caught a Tartar in Susangate. Susangata was too clever 
for Sagarika and would not swallow anything she was 
told. However she did not like to contradict Sagarika 
openly. She wanted to make Sagarika aware that she 
had grasped the truth about the picture, in 8 most. 
graceful and indirect manner. She decided to draw the 

> portrait of Sagarika by the side and proclaim it to 
be that of Rati, thus paying Sagarika in her own coin. 
With this object ia mind, she admired Sagarika’s artis- - 
tic talent and added that the picture of Manmatha 
though quite beautiful, had a. serious shortcoming, 
Something she said was wanting in the picture, which 
caused an impression of voidness (JA) and she would 


draw the picture of Rati and thereby fill up the void. | 


The word सनाथ literally means “with a master” 
{नाथेच az वसते) but is often used loosely in the sense of 
“having " or “provided with”. Thus रतिलनाथ in the 

x present context means “provided with Rati.” 


This statement reveals not only the surpassing 
shrewdness of Susangata but also her great capacity 
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18. याहशस्त्वया कामदेव आलिखितः, ताइशी मया रतिरालिखिता । - 
Sagarika found that her efforts to-koep the port- 
rait of the king out of Susangata's view were in vain, 
for she had already seen it and forcibly-took possession. . 
of it. Like a drowning man catching at a straw, she 
then tried to hoodwink Susangata by declaring the 
-pioture to be that of Manmatha. But the shrewd 
Susangata was more than a match for the simple. 
Sagarika and gave hera tit for tat. She drew the 
picture of Sagarika by the side of the so-called 
Manmatha and declared, it was Rati by the side of 
Manmatha. Thus outwitted by Susangata, Sagarika 
could do nothing else to save the situation but to grow 
angry. She therefore took her friend to task for draw- 
ing her picture, under the pretext of drawing Rati’s 
likeness. (सखि, कस्मात्‌ त्ववाहमत्र आलिखिता). | 


.  Susangata, however cared a straw for her anger 

and asked her 'अकारणे कि कुप्यसि’. She then replied 

quite nonchalantly “ 7 have drawn the picture of Rati 

- here in just the same manner as you have drawn the 
picture of Manmatha.” This statement can be explain- 

- éd in various ways. It may be taken to mean, “ Just as 

you have not drawn the picture of Manmatha, I too 

have not drawn the picture of Rati. That is, just as 

your picture of Manmatha is only a deception, so is 

~ - my picture of Rati. In other words, just as you have 
— drawn the picture of another man in the name of 
Manmatha, 80 also, I have drawn the picture of another 
. girlin thename of Rati.” The sentence can also be 
explained as follows: “Just as you have drawn the 
oe Picture of a person who is कामदेव to you, L have drawn 


words, just ‘as the king appears to be a veritable Man- 
_ mathato you and you have drawn the picture of your 
as Manmatha, l see in youa veritable Rati and I have. 
>. cc R8. the/piekuze 04109 Rati Phi. Digitized by S3 Foundation USA 
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Susangata’s resourcefulness and her capacity for- 
quick and effective retorts are beautifully illustrated by 
this incident. | 


— 14. अचिन्त्यो हि मणिमन्त्रोषधीनां प्रभावः ] | 


Following the sarika set free by the monkey 
running amuck, Sagarika and Susangata make their - 
exit from the scene. In the meanwhile, the Vidushaka. 
appears on the stage proclaiming the efficacy of the © 


दोइद्‌ given by भीखण्डदास'धार्मिक. He hurries to inform 
the king of the glad tidings, when he finds the king 
himself coming on, with his eyes beaming with joy 
(दर्षोत्फुह्लछोचन) anticipating that his creeper would be in- 


bloom. . Tho king's heart swells with pride and exulta- 
iion a$ the thought that he had scored a victory over 


>~ the queen (qure, कोपघिपाउळययति सुखं देव्याः करिष्यास्यदस)- 

The Vidushaka congratulates the king on his victory 
over the queen and tells him that his नवमालिका had 
put forth flowers even out of season in such exuberance 
that it appears to laugh at the माधवीछता of the 
queen. eee 


The king then says that he had never been 
. diffident of the efficacy of the दद्‌ and never doubted 
it (aasa, कः सन्देहः). Explaining such a great confi- 
dence in the unfailing powers of the atag he adds that | 
the powers of afar, ma and ओषधि were inconceivable, ' 
Gems, maniras and herbs have mysterious powers which. 
defy analysis. The Sastras make mention of peculiar 
gems with strange powers. For instance,. they speak of EN >. 
a मणि which nullifies the oa acity of. fire to burn ant OE sa d 
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still another which can counteract the power of the 
former. It is also said that such gems will be extinct 
in the Kaliyuga. The manifold powers of mantras for 
good and for evil are too well known to need reitera- 
tion. There is almost nothing on the face of the fair 
earth which cannot be achieved by some manira or 
other. We hear of mantras which can even rule the 
elements, mystic mantras to produce fire, to invite rain, 
to croate a storm and so on. Likewise there are also 
various herba which possess unique powers. To cite 
~ just a single instance, they say, there are herbs which 
can restore blooming youth to a decrepit invalid, a 
treatment universally known as kayakalpa. Thus it is 


undeniable that मणि, Wa and ओषधि have strange 


. powers, but all the same, no one can explain why and 
how they produce such strange results. That is why, 
the king says that their powers are अचिन्त्य, that is to 

say, they cannot be rationalised. In tho verse that 
follows; which Prof. Ray considers to be an interpola- 
tion, the king cites three instances culled from the 

Puranas to illustrate the unthinkable powers of मणि, 


ma and ओषधि. 


‘ . . The power of the gem was clearly illustrated by 
` the कोस्तुम-४०पा on Vishnu’s chest, the mere sight of 
— — which made the asuras vanish out of sight, the power 
— of the mantra had forced the venomous serpents to 
= live in their subterranean dwellings and lastly the power 
+ of the herbs was amply borne out by the fact that 
_ Lakshmana and the monkey hosts, struck dead by 


PS 


. Indrajit, were resuscitated by the great herb संजीवनी. ~- 

15. सर्वमप्यौदरिकस्य अभ्यवहार एव पर्यवस्यति | | 

iT The timid Vidushaka having himself mistaken the 
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(त्वं भयाल्ुः) when the sound is brought to light by the 
king. When the king exposes this, the jester offers to - | 
demonstrate his bravery by striking the bird down 


. from the Bakula tree with his staff which was पिझुन- . 


जनह॒द॒य कुटिल- The king takes him to task for frighten- 
ing the poor bird which was speaking something sweetly, 
whereupon both of them listen to what the bird was 
muttering. The Vidushaka, in his own clownish way, 
immediately says that the bird said ‘‘ Give food to 
this brahmin ". 3 


Then the king makes this general statement, which 
means “ To a glutton every thing ends in eating™. 
That is to say, that to a person, who is fond of 
eating, everything that he hears appears to be 


‘related to edibles, though in reality it has no iota 


of connection with eating or edibles. The king means 
to say that the Vidushaka’s insatiable craving for 
edibles makes him forget everything else and associate 
edibles with any thing he heard. Asa matter of fact, 
the sarika’s talk centred round love and had no trace . 
of a connection with eating. But the Vidushaka’s 
mind is so full of the flavour of culinary delicacies 
that on the first hearing he smells them in any- 
thing that he hears. The king can only laugh within 


‘his sleeves when he finds that his epicurean friend 
: should connect every conversation with edibles. In 


reality however the conversation centred round love 
and had no trace of a connection with edibles. How 
amusing the gluttony which finds names of eatables in 
the musing mutterings of a girl ia love! 


The word मौदरिक is derived from उद्र, in the sense 


of उद्रे प्रसित, "fond of the stomach or in other 
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SA <- This statement and the preceding observation of 
~ the Vidushaka are found only in.a few editions of the 
— play and are believed by many scholars to be interpola- | 
tions. The sentence is a close imitation of a similar - 
: _ Statement made by the king in Kalidasa’s Vikramor- ` 
EL vasiya to his. Vidushaka. 

16. पषा wg दास्या; पुत्री चतुर्वेदीव ब्राह्मणः ऋचः पठितुम्‌ मवृत्ता | 
E m The king understands the true implications of the 
Es. words of the sarika and tells his friend that some girl 
_ "had painted her इृद्यबल्॒भ and concealed the truth from 
1 her friend by कामदेचब्यपदेश and the latter exposed 
> the former by. painting the former under the 
_ pretext of Rati (रतिव्यपदेश). Listening further the 
— —  Vidushaka adds that the girlin question must: be really 


+ 


the king subsequently says that he had caught the real 


i^. 


—.' import of the words expressive of frustration, the 


Sd 2. . Vidushaka asks the king to cast away his पाण्डित्यगर्व 
for having understood. such simple things and that he 
a . ‘would listen and explain everything himself. 
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ie ka aes only betraying his stark ignorance of 
edic lore by this statement, for the sarika was then 


) languishing Sagarika, दुख्भजनाचुराग.... 
‘It is that the Vidushaka had mistaken a . 
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Sanskrit and is further characterised by accented 


pronunciation, as contrasted with ordinary speech: 
‘Thus there is no scope at all. for -mistaking a (prukrt) 
verse with a vedio mantra. It is thus the very height 
of ignorance—and possibly of simpletony !—to mistake 
the श्यज्ञारगाथा of a विरहिणी with the Rages of a चतुर्वेदी 
stam. By this tomfoolery the Vidushaka betrays 
not only his ignorance of the A.B.C. of the Veda, but 


even of the language of its composition. — 


The word चतुर्वेदी is dissolved as follows: चतुरवयवः 
वेद; = चतुर्येदः, agag: अस्य अस्ति--चंतुबंदी. In placé of 
चतुर्वेदी there is another reading चतुर्वेदः and if the latter 
variant be accepted, the compound will have to be 
dissolved as चतुरो वेदान्‌ षेद्‌=चतुर्वेद्‌ः- 


. 17. aga: शिशुशुकशारिकामिरुक्त 


घन्यानां श्रवणपथातिथित्वमेति ॥ 


The king explained to the Vidushaka that the गाथा 
repeated by the sarika was the utterance of a girl in 
the prime of youth (स्लाध्ययोवता) who had grown 
dejected with her life, as she had no ray of hope .of 
getting the hand of her प्रियतम: The Vidushaka 


however had already concluded that the person in 
question was the king himself, as he had been equated 
with Manmatha. He thought that the king too was 
aware of this and was deliberately suppressing it. He 


felt that he had shrewdly discovered what the king 


tried to conceal. He therefore laughed aloud in jubila- 
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This horse-laugh of the clown scared the poor. bird, . 
which immediately flew away. The king reprimanded. 
' the jester for-bis foolish and ill-timed guffaw, which had 
deprived him of the rest of the interesting conversa- 
tion. AS 


_ At the suggestion of the Vidushaks, both of them 
proceeded to the कद्ली गृद्द in pursuit of the bird. On the 
way the king was ruminating over the words repeated 
by the sarika. Hetoo had been convinced that the 


= lover in question was himself. He thought that it was 
3 really a stroke of good fortune that made it possible 
— fer him to hear theopen declarations of love of a girl 
, f h G ee . ° E 
or aim. Generalising upon this, the king observed that 


| E the statements made before their own friends by love- - 
+ stricken girls suffering the severe torture of love fali 
| DUM ear-shot of only a fortunate Jew, being repeated by 

j Children, parrots and sarikas. The king means to say 
that it is ordinarily impossible for a lover to hear frank 

ien isown sweet-heart, for girls 
lo is shy by nature would scarcely talk to their own 
E- overs of their ardent love. On the other hand, they 
E dd their innermost feelings freely and candidly to 
p Pese odentia] friends. These girl-friends too would 
ud P लक by the same feminine shyness and caunot 
Ere girl in ; S M ण to reveal the statements of tho 
हि lover h 9 to-her lover.’ Thus the only possibility of a. 

v. -r 2earing the frank declarations of love of hia sweet- 
hrough the medium of innocent children or 

like parrots or sarikas which are endowed 
28०४ -of talking like men. Children, in 
ce, can be expected to repeat to the lover 
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between. Hence it is; that the king says that it is- 


. given only to a fortunate few to hear the declarations. 


of the ardent love of their béloveds for them. The 
king therefore feels that he was really fortunate to . 
have heard the confidential words of his “कामिनी 
expressing her love through the medium of the sarika. 


The expression श्रचणपथातिथित्वमेति is rather oir- 


oumlocutory and means literally “attains the state 
of the guest of the ear-track ”. T 


18. विधायापूर्वपूर्णेन्दुमस्था मुखमभूत्‌ भम्‌ | 
धाता निनासनाम्भोजविनिमीलनदु:स्थित: | 


The king and the Vidushaka following the sarika 
enter into the S4343 where the Vidushaka finds the 
चित्रफछक and refuses to show it to the king without a. 


suitable reward. The king gives his bracelet to: the 
jester and forcibly takes possession of the picture-board. 


. He is struck by the amazing beauty of thé girl in the 


picture. He says that she had entered his mind like a 
राजहसी into the मानस lake. 


Then continuing in the same poetic strain, he adds 
that the creator must surely have been placed in. an 
awkward sttuation, when he created her face, a unique 
full-moon; for, the lotus which was his seat must have 
been immediately closed up at the rise of this moon. 


, lt is a well known natural phenomenon that the lotus- 


flowers close soon after the moon rises. The face of 
Sagarika was verily a full-moon and .consequently it 
should have caused the closure of the lotus on which 


Brahma wes seated. caa १.9 Rei cj Bb of his own Jota 85 SA ; 
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oe seat, no doubt, would have puzzled Brahma for a while, 


—— — ing, for the difficulty of Brahma was of his own 


as. af we मेधाविन्या आसनो मेधावि्रम्‌। | 

_  _~ Sagarika and Susangata pursue the sarika released 
` _ by the monkey from the cage, lest it should repeat 
~ WSagarika’s words before others. Their search however 
proves vain and Susangata suggests that they could at 


a ue 


; — least take back the चित्रफलक from the banana-grove 


i; D. place, they hear Vasantaka's voice. Susangata concludes 
thatthe king too must be there and suggests that they 
~ would remain concealed and overhear their talk. -The 


_ the king physically out of his stupor. He asks him, 
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— for he should have then been at a loss to know what to © 
- — do. The situation fancied by the poet is doubly interest-. 


lest others should see it. When they approach the . 
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means ‘she that has a medha.’ The word मेघा primarily 


means “a retentive memory" but is also largely used in 


the sense of "intelligence". The word सेधाचिनी can ` 


therefore mean, “one with a retentive memory ” or 
“one with sharp intelligence”. In the present context, 
‘both the meanings can be availed of. Susangata means 
to say that the bird had clearly demonstrated its 
retentive memory. This was crystal clear from the 
words of the king, for without hearing the words of 
Sagarika through the bird, the king could not explain 
why she had been painted with a down-cast face. 
Susangata feels that the bird had also demonstrated its 
Sharp intelligence by reproducing the conversation 
before the king, who was the person concerned, instead 
of before a third person. (This credit for communi- 
‘cating Sagarika's words to the king cannot be given to 
the bird, for, it was only by accident that the King heard 
the words of the bird. Susangata however is unaware 
of this). Thus in Susangata’s mind the bird had proved 


its सेचाचित्व in every sense of the word and had well 


justified its name से'घाविनी. 


For the grammatical problem in सेधाचित्व, see 
section on Grammar. Some editors read मेघाविनीत्व॑ which 
steers clear of the grammatical problem, 


20. किमेष भणिष्यति इति यत्सत्ये मरणजीवितयोरन्तरे वर्ते । 


The king was in a state of mental abstraction, . 
observing with profound admiration the heavenly 
beauty of Sagarika in the picture. -In answer to the 


Vidushaka’s query about her अवनतसुख the king replied 
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xt. The Vidushaka then aska his friend, if the girl really 
delighted his eyes. : 2s 


| jon. dri ika to itical 

| The question drives Sagarika to a very ori 

~ position and her mind trembles 10 terrible suspense. 
The king’s answer to the question was of crucial signifi- 


cance to her, for it was literally. a matter of life and 
death to her. She therefore says that she.was verily 
in critical 


standing between life and death awaiting 

suspense, what he would say in answer. A negative 
answer would mean sure death to her, for she had 
° already lost all hope of getting the king’s hand, for, 
- after all, she was only & hand-maid in the harem and 
र she had already declared that her only refuge was 
death (प्रियलखि विषम प्रेम मरणं; शरण RASA AA) | 
_ Thus she had been already inclined towards death and ica Y 
— jf she hears from the kings own mouth that he > 
» doesnot love her, nothing can be more fatal and death 
was ६ foregone conclusion. On the other hand, if the 
_ king is to give a positive answer to the jester’s question, 
= . that would mean new life to her, for in spite of all 
‘reverses, the one thought of the kings’s love for her 
would. prop up her drooping life and sustain her 
-  *hrough all odds. Thus her life was hanging in the 
- balance and she was then like the proverbial cat on the 
— wall with the smiling vistas of life on one side and the 
_ gaping chasms of death on the other. And the king's 
- answer would decide, which way the cat would jump! 


- ठा. सलि, यस्य कृते त्वमागता, सोऽ ते पुरतः तिष्ठति । 


E Sagarika and Susangata overhear the king' 

Orar IOs f 4 : ' 
Es giving f ree expression to his admiration for tlio Meus 
` of the girl painted on the famem and his love for her. 
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observes with peculiar delight Sagarika's नलिनीपत्ररायच 
and ‘the broad qfars[ast which covered her breasts 
speaking volumes of her झन्मथावस्था and स्तनयुगपरिणाह- | ू 
Going into a reverie, he speaks to her सुणालदार in tht 
characteristic strains of mad love. 


Susangata observes that the king's love is far 
advanced and that his gågata had driven him to a 


reverie, in which he talked in -incoherent strains. She 
therefore resolves not to be indifferent to the king’s 
state any longer. Turning towards Sagarika, she says, 
“Friend, he for whom you came here, stands before you”. 
Both of them had come there to tuke the चित्रफलक and 


. Susangata shrewdly words her sentence in such a way, 
that ostensibly it would mean ‘that the (HARSA for : 


which Sagarika camo there was before her. But besides 


this superficial senso, the sentence could also mean that E! 
the person, (that is, the king) for whom Sagarika came, 4 
was standing before her. | 3. 

The word चित्रफळक is also masculine and hence can- E be 


be referred to by the masculine pronoun &; But the 
word सः can also refer toa mau. Likewise the word 
दिलि though it commonly means ^ stands ” d RE 
be used in the sence of “is” as equivalent to अस्त. 
The first impression produced by खः would be only that 
of a person and likewise fagia would first suggest only 
“stands ’. Thus Susangata with great skill bad worded 
"her sentence in such a way that Sagarika on hearing | | 
it would immediately take it to refer to the king . = 1. 
standing before her ànd at the same time she would be. | 
able to defend herself by saying that she meant only 
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Susangata’s motive in addressing this sentence to 
Sagarika at this stage is worth considering. She feels 
‘that she could no longer be indifferent to the king and 
wants to make the lovers meet. But before bringing 
‘about such a meeting, she wants to be sure that 
— — Sagarika was mentally prepared to meet her lover. 
— Otherwise, her efforts might result in an awkward situa- 
= tion, if after the king was brought before her, Sagarike 
repelled his advances and fled from his presence. “She 
= therefore wants to sound Sagarika's mind in this regard 
^ and then bring the king to her. In other words, 
 _ Busangata wants to know, if Sagarika’s love had reached 
—— — the stage of ळजञात्याग, without which a meeting with 
~ —Rher lover would be impossible. 


EM The sentence is thus a fine tribute to Susangata’s 

_. extraordinary shrewdness, her sound commonsense and 

— her masterly capacity for quibbling with words. 

E This sentence has a close parallel in Kalidasa'a 
— — Malavikagnimitra, where the friend of the heroine tells 


— meaning the hero. . s 

— 22. आत्मा खुछ दुःखेन .आलिख्यते इति मम वचनं 

Bet मियवयस्येन इदमालेख्यविज्ञानं दर्शितम्‌ | 

E Shortly after Sagarika and Susangata leave the 

_ कदलीगृद्द ४०७७१ by the cry of the Vidushake “ अपरा 

Ee देवी चासघदत्ता, the queen herself comes to the garden 

= with Kanchanamala to see the king's Navamalik 

= creeper. Hearing the king's voice, they enter the 
_ banana-grove and there the indisoreet Vidushaka dano- 
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; B -her—'uw उपास्ढरागः उपभोगक्षमः पुरतस्ते वतेते,” appa- . 
— . rently referring to a bunch of Asoka leaves but really . 
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ing clownishly drops the चित्रफछक्न- The maid picks it. 
up and shows it to the queen, who is taken aback to 
see the king and Sagarika painted side by side. When 
she demands an explanation for this from the king, the 
latter turns to the Vidushaka for aid. - 


The Vidushaka pacifies the king in an aside talk 
that he would give a suitable reply to the queen, and 
turning to the queen, says that his friend, the king, 
demonstrated his skill in painting by drawing his own 
portrait, when he (ihe Vidushaka) told him that it was 
very difficult to draw a picture of one’s own self. The 
Vidushaka meant to say that casuaily he told the king 
that it was impossible for any artist to draw his own 
portrait, that the king challenged the Vidushaka’s 
atatement and in order to prove his point, drew his 
own portrait, Thus the Vidushaka tried to save the 
situation by giving the first explanation that occurred 
to his mind for the portrait. This could explain: only 
& part of the picture and the real question of Sagarika. 
being by the king’s side is left unanswered. Thus the 
Vidushaka's reply though ingenious is not quite satis- 
factory. However.he helped to save the situation by 
providing time for the king to think and thus enabled 
him to proceed on the same lines and complete the: 
tale ! 


28; भट्टिनि कदापि Seat घुणाक्षरं संभवत्येव । | 


When the Vidushaka inadvertently drops the 
चित्रफळक by his clownish dance, shouting जितमस्मामिः,- 


Kanchanamala picks it up and shows it to the queen. 
The queen grows suspicious at seeing Sagarika painted 


_by the king’s side and asks the king to explain. The. E. 


kin . y : in g. ५ 
g turns to the Vidushaka who says that the king i 
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drew his own portrait to disprove his (Vidushaka's) 
contention that it was impossible for any one to draw 
a portrait of his own self. Not satisfied with the ex- 
planation, the queen asked the king in a sarcastic tone, 
if the picture of the girl by the side was the demons- 
- tration of the Vidushaka’s talent. Rising equal to the 
occasion, the king requested her not to take-it amiss 
and replied that the girl too wagno doubt painted by 
— him, but she was merely the product of his own 
imagination and did not represent any girl seen before 
(alaga विकल्प्य आलिखिता, न-तु uut) The Vidu- 
shaka then swears by his SQ that they had never 


- _ seen such a girl before. 


t, is 3०६ EROS 


The queen was still suspicious and felt that the 
whole explanation lacked foundation, but. her maid 
Kanchanamala was already impressed by the dramatic | 
oaths of the Vidhushaka and reassured her mistress | 

_ about the possibility of such an occurrence. She said | 
that such accidental coincidences sometimes did happen. 
She meant to say that it was posible that the girl 

— . painted by the king merely with his imagination bore 

_ such great resemblance to a living person, in this case 

~ Sagarika. Because such accidents were possible, she 

— — felt it was wrong to conclude that the king had actually . 

— * seen Sagarika. है s 

—  . This idea of accidental resemblance is illustrated. 
| by her with the familiar maxim of सुणाक्षर, घुण is the 

॥ - name of a particular insect,—possibly-resemblino - 

_ white ant—which cuts the न ना 05 of gd 

—— "wood and leaves various impressions on it, In the. 

— course of making such -incisions an wood, it is possible - A 
EM Pont among the various odd curves and lines left behind - ! 
___ by the insect, occasionally there is one which. has the | 

CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 


4 m E » 
< ripa; 
~ 
~ 
Es - 
* 
" -v x 


` ^ ae 
क | 


ad 
- 


x cu. "i P ; 


33 


shape of a letter of the alphabet. Such a resemblance 
of the impressions left by the insect to a known letter 
is purely the result of accident and there is no saying 
when or how this will happen. Such घुणाक्षर may. be 


formed but once in a blue moon by sheer accident and 
is hence a classic illustration in the hands of Sanskrit 
writers for an accidental occurrence and has given rise 


to a familiar maxim known as खुणाक्षरन्याय. 


By this comparison, Kanchanamala means to say 
that just as it does happen by accident that some of. 
the lines and curves left by the insect closely resemble 
& known letter already in existence, though unknown to 
the insect itself, so also, it was possible that the picture 
drawn by the king bore the likeness of a known girl 
actually living in the world, without the ‘king himself 
having known her, much less seen her. 


ACT III. 


24. अतिशयितस्त्वया अमात्ययोगन्धरायण: अनया सन्धि- 
- . विग्रहचिन्तया | 


In tho SATR of the Third Act, Madaniko is intro- 
. duced searching for Kanchanamala. Following the 
technigue of आकाशभाषित she _ enquires of another 


maid Kausambika, if she saw Kanchanamala by the 
king’s side. She is told that Kanchanamala had long 
since returned. She was therefore scratching her head, 
not knowing where to find her, when luckily for her, 
Kanohanamala herself appears on the scene. 
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a E — e "Kanohanamala had just then discovered. that the 
^ — ‘Vidushaka was conspiring with Susangata to bring 
= . -abouta meeting with the king. She felt elated at 
| A the great discovery and was full with the joy of it. -In 
~ हि a mood of ecstasy she visualises Vasantaka before 
her mind and calls out to him “ साधु अमात्य घलन्तक 
~ WIN ". Inatone.of sarcasm, she addresses him as 
 . “minister” and applauds him for his ingenious scheme 
- and says that he-had excelled even Yaugandharayana 


-— 


the. six means or उपाय-8 to be adopted by kings in | 
- solving political issues. सन्धि means “peace "or | 
truce” and fang means ‘war’, Ministers, in generals 
i are often engaged .in thoughts related to सन्धि and = 
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+ 


- o0 that the Vidushake:had proved himself to bea great 7 
_. genius in laying out schemes that even Yaugandhara- : 
~ yana, the master-schemer was unfit to hold a candle to 
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"The under-current of irony in the sentence and the 


‘sarcastic application of the words सन्धि and विश्नद्द ७० the: 


Vidushaka reveal. Kanchanamala as a shrewd girl, with: 
& sharp and mischievous tongue. m | 


25, भोः कस्मात्‌ न भविष्यति, यस्य ते उपहस्तितवृहस्पतिबुद्धि- 
विभवोऽहस्‌ अमात्यः | ` 


At the opening of the Third Act proper, the king 


is seen in his सदनारस्था, brooding over the past, now 
condemning himself for his folly in not having kept his 
sweet-heart’s soothing palm upon his aching heart even 
after having got access to it, now musing over 
Manmatha and his arrows and now expressing deep 
concern for Sagarika’s lot. The Vidushaka appears on 
ihe scene, buoyant with hope, 


LSAT could not give, When the king enquires of 


Sagarika's safety, he replies that the king would see it. - 


nimself shortly. Thrilled with the reply, the king asks 
him, whether there would even be a meeting with 


Sagarika. (सागरिकायाः कि दृ्शंनमपि भविष्यति?) 


The Vidushaka asks the king how there could not 
be such a meeting, when he who surpassed Brhaspati in- 
intelligence (referring to himself) was his minister. 
Quite befitting his clownishness, the Vidushaka assumes. 
high airs, and prides upon. his mighty intellect, by. 
instituting a ludicrous comparison for himself with 
Brhaspati, the preceptor and guiding star of the gods. 
He adds that the king could not but get his desires 


f ulfilled, as jong. १७.१ «ps his mipistez:9.otble 0110७, usa 


expeoting to thrill his. 
` friend with the good news he had brought. He feels that 
the king would go into raptures on hearing it, that his. 


rau would give such परितोष, which even कोशाम्बी- 


E 
o 
L] है ~ 
k shad E eis RT TNS 
RNY SS RON, EPE कक Th it s à 
“GN Gated ४५५८ 2 TET ass 


4 bp 
A. 


3 . has assumed for himself | ` After the proposed 
E E inset with Susangata, the Vidushaka feels cook- 
= sure about the king meeting Sagarika and this ex plains 
the tone of absolute confidence with which he airs 


his achievement. 


The Vidushaka’s bravado is interesting, but the. 
real charm behind this over-confident declaration of 
this self-styled ''minister" is yet to come to. light, 
when this super-Brhaspati flounders miserably by 
Bringing the real queen to the rendezvouz instead of 


Sagarika in the queen’s attire and lands the king in a 
- most awkward situation | 3 


It is then that this pseudo-Brhaspati, lets the cat | 
.out of the bag and comes off in his own natural element! | 

— — And then might one exclaim, here is a “ Brhaspati" 
Indeed! UE | T EC 


S ae | र | For grammatical note on बृहस्पति vide section on 
— Grammar, * 

T 98. अन्तरज्ञानविवशा कठषा शेमुषी यथा | 

E ARD तमसि दुर्वुत्ता न जानातीह सत्पथम्‌ | 

DEAN When the-king received the soul-thrilling news of 


his prospective meeting with Sagarika, he presents his 
own bracelet tothe Vidushaka, as a token of his love 
and appreciation. The Vidushaka puts it on and 
‘proceeds homeward to exhibit his own beauty— which 

A he thought he had!—to his wife. The king however 
——.  restrains him and asks him to find out the time of the 
day. He then points out that the sun was Betting. - 
~The king describes the loveliness of the scene. and ८ 

~ suggests that they might go to the माघवीलतामण्डप and 
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37 
await the संकेतावसर. Both of them rise? to go and 
the Vidushaka directs the king’s attention to the dense 
darkness that enveloped the east. The fking describes 
the «Wed which was हृरकण्ट्यूतिहर and then both 


of them descend from the ivory balcony (दन्‍तवछभी) 
where they were seated. 


Having descended, the king sees that the whole 
place was already enshrouded with darkness and 
observes that he could not see the right track as the 
darkness had surrounded the place. Helikens his state 
to that of a mind swayed by internal ignorance and 
hence clouded. He means to say that just asa man 


whose mind is clouded by AJIA cannot recognise 
the right moral path (and goes astray) so also his blurred 


vision could not recognise the proper track which they 
were to follow for reaching the garden, with the result 
that he often times slips away from the real track. 


This verse is not found in most editions, but is 
included in the edition of Mr. Sankara Rama/Sastri. 
The verse is defective in many respects. The editor 
explains the word शेसुषी as meaning “intellect as well 
as vision" and this statement lacks confirmation. -The 
interpretation of the word gga qualifying vision,. 
taking JU as equivalent to ata: a technica] term’used 
particularly in Vedanta is also farfetched. Even the 
word अन्तः in अत्तरज्ञानविवद्या is quite superfluous. 


For gramatical comment on सत्पथ vide section on 
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O लनममिनव प्रति पक्षपातः | | 

oet Struggling against the darkness, the king and ihe 
_  Vidushaka reach the माधवीरूतामण्डप, which they could 
— recognise by the soft touch of its smooth pavement 
TORE (मसणकुडिम), The Vidushaka starts back to fetch 


+ x ` 
» nA) ° 
E. tas 
~ 


Sagarika and the king hastens him. "When be is gone, 
* he king takes his seat on the मरकत्तवेदिका and 


.— awaits the arrival of Sagarika, 
i = | The king is ina wistful mood and reflecting upon 
is own deep yearning for Sagarika, he observes that 


ES - $t was rather strange (अहो) that lovers not caring for 


k T iu du ~ |. x . 7 €. E E 

— union with their own wives had a special fascination 
~. 7 fora new person. In other words, new loves had a 
~ special attraction for amorous persons, who cared little 
— for the company; of -their own wives. The king feels 
-~ — that this is, as it ought not to be, and hence describes 
— — this affinity as rather. strange. Explaining this, he 
— cays that there were various adverse faotors, about a 
- meeting with an अभिनवकामिनी in a संकेत which ought 
x to make a man prefer his own gamta.. A new 
g3 - girl in a rendezvous is always nervous and never 


E tries repeatedly to go away even when held with effort. 


d \ > + च " EN 
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| 28. तपति प्राइृषि नितरामभ्यर्णजळागमो दिवसः | 


Having asked the king to restrain himself for some 
time (भोः मा satsa) the Vidushaka goes out to fetch 
Sagarika and Susangata. In-the meanwhile the queen 


‘ Vasavadatta, who had got scent of their scheme through 


Kanchanamala, appears onthe scene along with the 
maid. The Vidushaka unaware of theirreal identity. 
conducts them tothe king, thinking that they were 
Sagarika and Susangata in the garb of the queen and 
her maid. The king sitting lonely in the Madhavi 
‘bower grows more and more restless, as the meeting with 
his beloved was approaching nearer and nearer. Reflec- 
‘ting upon this, he expresses surprise at the strange 
experience and observes that it was inexplicable that 


his yearning for his love should become more intense ~ 


without cause, when, on the other hand, his heart 
should feel more at ease, as the प्रियासमामम was 
quite near at hand. 


Though he is first unable to understand such ' 


experience, on second thought, he feels that it is but 
quite natural, for itis the peculiar nature of the torture 


of love (स्मरसन्वाप) that it does not afflict so severely 


in the beginning, as when the object of love is near. 
He means to say thatthe heart of a lover yearns for 
his beloved more, when he is on the brink of meeting 
her and the mental torment becomes more severe at 
that time. He explains this by an illustration. During 
the rainy season, the day, on which there is a prospect 
of imminent rain, is more sultry than others when there 
is noexpectation of rain. Thisis a phenomenon, which 
is rather strange.. The approach of rain, should really 
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others with no prospect "of rains. But experience 
| proves that the truth is just the opposite. Just as . 
` ताप or physical heat is greater when जलछागम is nearer, 
though one should expect it to be otherwise, so also 


the सम्ताप of love is greater when प्रियासप्रागम is nearer. - 
The comparison js quite appropriate and. effective 
and brings out the poet’s close study and observation 
. of natural phenomena. The idew is favourite with 
* + Kalidasa. | 


29, कि पुनः साहसिकानां पुरुषाणां न सम्भाव्यते । 


d 
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: The Vidushaka conducts the real Vasavadatta and _ 
Kanchanamala to the माघवोलतासण्डप, thinking that 


they were Sagarika and Susangata in the garb of the 

queen and her maid. Hethen reports to the king that 

he had brought Sagarika. This rouses the king from 
his stupor end getting. up suddenly he enquires 
anxiously where she was (कासौ, कासौ) and the Vidu- 
_ Shaka points to the so-called Sagarika. Then begins 
; - the real comedy of errors. The king pours forth his 
heart to the supposed Sagarika and makes a passionate 
appeal to her to clasp himin a fond embrace and 
quench his अनङ्गत\{प with her limbs, which were all 
आहाद्करः The queen is deeply moved, when she hears 
these words and tells her friend in an aside that it was 
really wonderful that her husband could talk to 
“another girl in such a strain, ‘professing love with 
— genuine eloquence arid still face her- and speak to her 
—  . too, after a time, . | FS 
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not deter from anything. She suggests by this state- 
ment that the king being of such a type would dare to 


do anything and this explained how it was possible for’ . 
him to profess love to a girl in words so eloquent with 


love and still face the queen unruffled and talk to her 


‘ jn calmness after some time. हड. 


30. त्वं पुनः सागरिकोस्पित्ृदयः सवमेव सागरिकामय मेक्षसे | 


Blissfully ignorant of the fact that the feminine 
figure before him was really the queen and not Sagarika. 
in the queen’s dress, the king makes love to the sup- 
posed Sagarika. Describing at length the cooling aud 
soothing effect of her limbs, and addressing her as 


अह्ादकराखिलाङ्ि, he craves for her free embrace. When 


the Vidushaka points out that the moon had just risen, 
the king expounds the superior charms of her face, 
which excelled the moon and pours forth all his 
eloquence upon her, little knowing that he was wasting 
it on his own old queen! The moon, he said, was only 


~ proclaiming his जडत्व by rising up when her face was 
there—but by an irony of circumstances, the king was - 


then proclaiming his own SEAR ! 


The queen could contain herself no longer. When 
the king had. concluded his equation of the face of 
Sagarika with the moon by asserting that the moon 


could not be proud of अमूत either, for the same was to: 
be had in her बिस्बाघर, she flared up, hurled her veil 
aside and slapped a slashing retort in the king's face. 
Declaring with biting sarcasm that she was really 
Sagarika (सत्यमेवाहं सागरिका) she charged the king of 


bei harged with thoughts A! Sagarika that he: . 
(6१8 80 guro nepeg NShedhbebist t way thatrtieUs k | 
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king's love had almost reached the stage of fantastio | 
| madness; known technically as उन्माद, when the ay pee 
— . 1086 their normal faculties and. the mind runs amuok. -s | 
AU In such a state, a lover visualises the form of his beloved 
at all times and in all places. The queen says Cr n 
the king’s mad oraving for Sagarika, everything 18 a u i 
of Sagarika to him that he sees Sagarika even in Aer 
He is mad enough to see the image of his paramour in 
_ his very wife! ai 


p. 
= 


The mental state of a lover, whose longing. for his 
— beloved had reached the state of उन्माद is beautifully 
_ «described in the following verse— = 3 
` प्रासादे सा दिशि दिशिं च खा Si पुरः सा 
qi at पथि पथि च सा tI. 
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अंहो चेतःप्रकृतिरपरा नास्ति मे कापि सा सा 
सा सा सा सा जगति सकले को5यमहतवादः ॥ 
- aL मोः उत्तिष्ठ । गता देवी । तत्कस्मादत्र अरण्यरुदितं करोषि | 
E. | The king is caught red-handed by the queen, 
 _ hen he was making love to her under the impression 
- _~ that she waa Sagarika. When she reveals herself and 
—* charges the king of. being सागरिको क्षिप्तदृद्य and. of: 


seeing her form everywhere, the king is at his wit’s 
— end. Heis unable to understand how the Vidushaka 

— had brought the real queen herself and reported that . 
~ she was Sagarika. But it is equally mysterious to thè | 
_ Vidushaka and when asked by the king to explain, र 
— ç „hatib was, (किमेतत्‌) he olownishly replies that it was 
their जीवितसदय, All the efforts of the king andthe - 
2. Vidushaka to pacify the queen are of little avail. The 
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king appeals to her that he had nothing to say when he 


had been caught red-handed (प्त्यक्षरएब्यळीक), but 


. gould only beg for pardon. Hesays that he could fall 


prostrate at her feet and remove the artificial redness 
on the feet caused by छाक्षा, but the redness on her 
-सुखेन्डुबिश्च which was फोपोपरागजनित he could remove 


only if she turned gracious to him and pardoned him: 
The queen, however, is stubborn and starts off not 
heeding even the maid’s suggestion that she might be 


. gracious, for she was bound to repent her own relent- 


lessness later. 


. The king had been keeping his head bent down 
and is hence unaware of the queen's departure. Hence . 


he asks again for mercy saying देवि . प्रस्मैद्‌; 


ग्रसीद्‌. It is then that the Vidushaka tells his friend 
humorously—though his humour is most ill-timed 
then !—ihat the queen is gone and asks him to stand. 
He adds that there was no use in crying in the wilder- 
mess. He meant to say that as the queen had already 
departed, the king was only wasting his words, as there 
was no one to hear his appeals. 


The situation is quite interesting and enjoyable. 
It reveals the Vidushaka to be so full of light-hearted- 
ness that he is incapable of taking anything seriously. ® 
He does not hesitate to crack a -joke at the king's 
expense, even when the king’s position was 80 
awkward. | 


82. प्रकृष्टस्य प्रेम्णः स्खलितमविषह्यं हि भवति | 


Turning a deaf ear to all the appeals of the king; 
the queen leaves the scene in anger saying that she was 


really. Fest hat.sheahonld get angry. arit. 180018. 
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। | ! ; iras 
W. h ht to realise that the king cared a 8 
ns unm She discards.even the suggestion of 


Kanchanamala that she might be gracious to phe king. 
- who was चरणपतित, or else she would repent for it later. 
` When the king continues his appeals to the queen— 


h . ; a MEC y e haka 
though he was addressing only a void! the Vidushak. 
with his inevitable tomfoolery asks him to stop his 


अरण्यहद्त. When the king feels sad that the queen 


"had departed without showing प्रसाद, the Vidushaka 


again replies in sheer mockery that the queen had 


shown her graciousness by leaving them both अक्षतरारीर. . 


The king takes him to task for his ill-timed jokes and 


lapses are unbearable. This general statement means - 
"that when a person loves another deeply, he will be 


intolerant of lapses on the part of the person whom he 
loves. In other words, if a Woman ardently loves her 
husband, she will not be ableto bear with her husband’gs: 
ent case 
king means to say that because of aad ran eta 
genuine love for him, she would be- much dejected to. 
find him loving another girl instead of recip 
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An alternative interpretation has also been sugges- 


ted. According to this, the line would mean, a lapse 


from deep and genuine love is really unbearable. The 


king -had all along been loving Vasavadatta well 
. (प्रणयबहुमान) and now he had fallen off from her love, 
and committed a breach, for the first time (अङ्कतपूर्च). This: 


breach would be all the more painful to the queen. 
because it would be least expected of him. On the 


other hand, if his love had not been so deep till now, 
the queen would beara breach more easily. But in 
this case, because he had slipped away from deep love, 
it would be unbearable to the queen and growing despe- 
rate she would put an end to herself. | 


In the first interpretation प्रेस्णः is taken as gard: 


whereas in the latter it is पञ्चस्यन्त. | 
39. मम कण्ठगताः प्राणाः पाशे कण्ठगते तव | 


When the King is deeply worried about the queen 
taking his fault to heart and even committing suicide, 
the Vidushaka observes that Sagarika’s lot was bound 
to be hard, as the queen would vent all her anger on the 
poor girl. The king observes that there was no other 


means of safeguarding her except देवीप्रसादन. When 


both of them are about to proceed to the queen’s 


palace, they hear some 44374 and the king feels that 
the queen was magnanimous (watgutat) by nature 


that it was possible, she had returned to appease him 
The Vidushaka goes out to verify it and finds Sagarika 
in the queen’s clothes preparing to commit suicide. He 
takes her for the queen and raises an alarm that the 
queen was committing suicide, The king immediately 
rushes out to save her. x 


j 
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Approaching near ber, he takes off the noose from 
her and asks her how she had dared to do such an un- 


- worthy act. Appealing to her to give up her evil 


and rash step, he says that his own life was on the brink 


. of escaping from him, when the noose was applied to her 


neck, and so his effort to save her was merely prompted 
-by a selfish motive of saving his own life. He means to 


say that her death would mean death to him. also and . 


hence she should give up her attempt to commit suicide, 
at least to save his life, if not her own. 


| The expression कण्ठगतप्राण literally meaning “ one 
whose life has come up to the throat’ is. used idio- 
‘matically to mean “one who is about to die” or in 
other words “one who is in the jaws of death." 


The word प्राण is declined only in the plural, when 
it means ° life", though the singular is admitted when 
it refers to the winds in the human body. 


-94. वयस्य सेयमनआ वृष्टि: | 


. Hearing the alarm raised by the Vidushaka that 
queen Vasavadatta was committing suicide, the king 


9 hastens to save her. Neither the Vidushaka nor the 
king is aware that it was really Sagarika in the - 


queen’s attire. The king appeals to her to ci | 
the- unworthy and rash attempt, saying Mitt n 
was ऋण्ठगतप्राण when the पाश was on her neck, 


It is a pleasant surprise to Sagarika, to see 


the king there at the time, and she feels that she was 


fortunate to have a glimpse of her lover 3 ji 
breathed her last. She then जंग गित T MR 
prevent her, as she could not get a suitable opportunity 


पराघीनः The king is startled 


: torain. Such a shower will be all the more 
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the noose away from her neck. He asks her to throw 
away the छत्तापाश and place her बाहुपाश on his neck. 


With these words, he raises Sagarika’s hands to his: | 
own neck and the delightful touch of her arm trans. 
ports him into an ecstasy. Turning to his friend, be 
then says that i£ was a shower without clouds or in 
other words, an unexpected shower. A shower is always 
welcome and usually one is aware of the occurrence of 
a shower, even before it actually appears, from the. 
formation of water-bearing clouds in the sky. But. 
it occasionally happens that the sky ıs quite 
clear of clouds and all of a sudden it begins 


pleasant, being quite unexpected. The phrase अनभ्चवृष्टि 


is therefore used figuratively to mean any pleasant 
occurrence that comes unexpected, as nearly equivalent. 
io the English expression “pleasant surprise". He 


never expected to get the thrilling experience of the 
eqaige of Sagarika after the unpleasant occurrences. 
in the साथचीरताम्ण्डप and this meeting with Sagarika 
was therefore like a pleasant shower coming quite un- 
expectedly. | 

Though the expression awaits: literally means 


* oloudless shower” it really implies only “a shower . 
in which the clouds are not seen before" fora i cloud- 
less shower ” in the literal sense is an impossibility. 


88. मतैः किमनेन अलीकदाक्षिण्येन जीवितादपि aA: 
देव्या: अत्मानस्‌ अपराधिनं करोषि | . E 
When the king understands from her voice that it 


was Sagarike who was attempting to commit suicide, 3 
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: he snatched away. the छतापाश from her neck, in his 
= great anxiety to save her. Requesting her to throw the 


' लतापाश off and place her own बाहुपाश, over his neck, | 


- Re actually lifts her hand to his neck and feels the 


E "nu of her स्पश. But Sagarika stands mute and in. 
i = diferent in spite of the kinp's approaches. The king 


therefore asks her not to throw cold water on his hopes 
and make him चिफळमनोरथ by her passive attitude 
(मध्यस्थता) but to take an equally active interest, so 
A. that love might yield its treasures to him. The Vidu- 
77 - shaka too prompts Sagarika to set aside her. shyness 
and talk to the king with confidence. . : 


Fe — — '* Sagarika however felt that the king really loved 


noose was on her neok, and this Sagarika felt, proved 
"beyond doubt that the queen was dearer to him than 
. Hifo (जीविताद्घिकचळमा), Asfor the.king's utterances 
- — 40 her, she considered them as expressive merely of 


: : ^ < thing! | ; 

E - : 4 ‘She therefore requests the king not to make himself 
~ qnilly in the eyes of his dear queen, dearer to him than 
vo. even his life, by his false courtesy towards her (Sagarika). 


7  — aches to her were only the result of his courteous and 
"Sympathetic nature, the queen might take it amiss and 


the queen with all his heart and that there was little © 
scope, for her getting his love. Taking her for the queen . 
the king had said that he was कण्ठगतप्राण when the: 


sympathy (अडीफदाक्षिण्य):107 the sufferings of a poor: 


“ : c-oÀeel thatthe king wasimaking-loveito-hen, S3 Foundation USA" 


`~ She means to say that even though the king's ‘appro: ` 
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36. अ्रेमाबन्धविवर्धिताधिकरसा प्रीतिस्तु या सा त्वयि । 


The king appealed to Sagarika not to be passive 
to his amorous approaches and foil his fond hopes by 


her प्रथ्यस्थता. The Vidushaka too prompted her to. 
take heart and speak to the king with perfect con- 


fidence. Sagarika however said in reply that the king, . 


out of his false courtsey to her was needlessly making 
himself appear guilty in the eyes of his queen, dearer 
to him than life. Because the king had said, mistaking _ 
her for the queen, that he was well-nigh dead, when she 
applied the noose round her neck, Sagarika felt that 


the queen was Sitfaaratanagal. Hence she also 
doubted the sincerity of his protestations of love to her 
and felt they were prompted only by अडीकदा क्षिण्य: 


The king is taken aback, when he hears such a 
statement from Sagarika and wants to allay her doubts 
about the sincerity of his love for her and the ardour 
of his passion. Elucidating his attitude towards the 
queen, he confesses that he no doubt trembled, when 
the queen’s breasts quivered owing to angry sighs, that 
even when she remained tougue-tied with anger, he 
appeased her with sweet words and likewise when she 
knit her brows in fury, he lay prostrate at her feet. But 
in doing all this, his attitude to the queen was one of 


mere service (eia) prompted by their सहज्ञासिजात्य and 


had nothing to do with love. Having thus clarified his. 
attitude to the queen, the king adds that it was 


` Sagarika, who claimed his real love. He says that 2 , 


was only with her.that he felt real bliss, the flavour of - 
which is enhanced by the bond'of love. In other words, 
he served Vasavadatta only in order to please her and 


not because it pleased him. On the other hand, it was 
0. DX PT Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 
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with Sagarika he tasted genuine and | unalloyed bliss 
and felt the real thrills of love: The real secret that 


explained why he found delight (प्रीति) 10 her company 
E was that this taste of bliss was backed up.by ties 
4 of love (amaa). The. long and the ghort.of it is, that 
he felt real bliss in Sagarika’s company, because he 


‘loved her, but he merely served the quoen, because of 
d her pedigree. It is love that made him find प्रीतिरल in 
| Sagarika'8 company and it is the absence of it that 


$e made the queen's company dry and dwindle into the 
status of mere सेवा, To put it in a nutshell, he loved 
Sagarika but only served the queen. 

"The word प्रीति means both love (प्रेम) as well as 
delight or bliss (आनन्द). Vide—mfa: योगान्तरे प्रेस्णि 
स्मरपत्नीमुदोः feat —whioh gives all the meanings of 
the word. In the present context it should be taken in 

- the latter sense and not in the former, for in that case 
it will be redundant with Satara. All those who have 


- missed this point have floundered in the correct inter- 
pretation of this line. ८. 


- ^ 37. अनुभव आसनो दुर्गयस्य फलम्‌ | | 
Some time after the dramatio happenings in the 
| madhavi bower, Vasavadatta returned to the garden 
7... ‘to appease the king, for, she felt she had been अतिनिष्ठर 
Jn ignoring even the king's पादृपतन- But as the king's - 
- NN ill-Juok would have it, her return synchronised with his 
-amorous approaches to Sagarika under the Asoka tree. 


+  Atwasthentbat the king declared before Sagarika. tha 
X... CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by & 1 
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with the queen, his attitude was merely one of सेवा, born 
of लह ज्ञामिज्ञात्य and that real प्रीति was her monopoly. 


. This was the king's “ most unkindest cut " to Vasava- 


datta and she could contain herself no longer. She 
burst out in furious rage from her hiding place. When 
the king’s effort to save the situation proved abortive, 


the Vidushaka tried to prop up: his case by showing the 


रूतापार to her. The queen grew wild at this and ~ 


ordered Kanchanamals to bind him with the very same 


लतापाश and lead him on with the दुर्विनीवकन्यका 


ahead. 


In obedience to the queen’s command, Kanchana- 


mala binds the Vidushaka with the छत्तापाद्य and then 


- tells him, “Unfortunate fellow, now reap the fruit of 


your evil schemes." Kanchanamala means to say that 
the Vidushaka was suffering the bitter consequences of 
his evil designs against the queen. He had conspired 
against the queen by scheming to bring about a anion 
between the king and Sagarika and was uudergoing the 
punishment for the same, which he well deserved. 


Kanchanamala’s intention in making this state- 


ment to the Vidushaka is to suggest that his malicious . 


conspiracy had already come to light and perhaps also 
to indicate that she was responsible for exposing it. 


In place of saa some editions read सविनय, which : 
has been interpreted by Nigudkar’s commentary to. _ 


mean ओऔद्धत्य or audacity, which too would refer to the 
boldness with which he conspired against the queen, 
The commentary of Narayana explains NAAA as 
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3 gafta or evil deed and even in the latter 0880 it rofers: 
| to his scheming against the queen. 


53, सर्वाकारकृतव्यथः क्षणमपि प्रामोमिं नो ART । 

E ; E Vasavadatta, after revealing herself to the king 
~ 4n the madhavi bower, stood stern and stubborn and 
~ rejected all the approaches of the king. But as the 
—  — king described her later, she was aatgatat- Hence 
; p. prompted by her ingrained nobility, she soon- repented 
- hor sternness and returned to appease the king. But 
3 ‘as the king'sill-luok would have it, her return synchro- 
- nised with his amorous approaches to Sagarika. She | 
overheard the king saying that the queen had his ĝar.. - : 

- and 708 प्रोति wasthe monopoly of Sagarika. The 
= — queen could not forbear any longer. She burst intoa 
—— > second fit of fury. All the efforts of the king and the 
~ — Vidushaka to save the awkward situation were of little 
. avail. The queen made her exit—as dramatic as the 
— entry !—after ordering her maid-to bind the Vidushaka. 
— down and to lead him and Sagarika on. 


-— . * The king is now left all alone, to curse his evil - 


" we: 


~: does not know whether to think of the queen, whose 


— — fagarike frightened by the threats of the irate queen 

— orto think of his friend, who had been. removed from 

_ therein fetters. Whomsoever he thought of, he had 

= only cause for worry. Thus afflicted by worry on all 
~ - CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 
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aides, the king is at a loss to know what to worry about 
and being fossed by worry in all directions he could not 
gain a moment's mental peace.. 


With these words, he steps in to appease the queen -- 


ACT IV 
39. शीघ्र न यात यदि ded स्थ मूढाः a 
याता सुदूरमधुना गजगामिनी सा ॥ E 


After the short interlude, which tells-the audience a 
about the mystery surrounding Sagarika, the king 
appears on the stage. The queen having been appeased, 
the one thing that oppressed him was सागरिकाचिन्ता- 

He feels the absence of the Vidushaka, to whom alone 

he could give free vent to his feelings. The Vidushaka -.- 
presently appears on the stage and thanks his stars for 

the welcome turn of the wheel of his fortune. Meeting y 
the king he says that it was merely a stroke of luok E 
that he was seeing him again with his very eyes after | 
being देवीहस्तगत, The king says that his very attire | 
indicated the better disposition of the queen and asked 
him what had happened to Sagarika. When the Vidu- E | 
shaka said that it was अप्रिय, the king hastily concludes 


that she had put an end to her life and swoons. 


Reviving shortly after, he addresses his own life. 
His grief at the supposed death of Sagarika melts him E> 
into tears and in such a melting mood he asks his life not E 5 
tocimitate him buts bocfellew his departed.loyes HANS. | 


LN 
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no doubt ignoble, as he did not follow his beloved. who 
had given up her life for him. He asks his life to-leave 
him, who was ignoble and adds that his life should be 
noble and follow her. Proceeding in the same strain, he 
warns his life, that if it did not follow her quickly, it, | 
would be deceived, for hia beloved, whose pace resembled. - 

the elephants, would have already covered a pretty long 


distance. The king describes Sugarika as गजगामिनी to 
substantiate his statement that she would have gone 


far. The elephant has a slow but steady pace and 
it can cover a long distance in a short timo. 


40. कण्ठाछेषं समासाद्य तस्याः पर्रष्टयानया | 
Seren सखीचेयं तनुराश्वास्यते मम ॥ 


When the Vidushaka tells ‘the king that he could 
not revoal what had happened to Sagarika as it was 


. -अप्रिय, the king hastily concludes that she had -breathed 

her last and weeps for her. The Vidushaka immedi- 
3 ‚ately corrects him and says that Sagarika Was sont to 
E Ujjayini by the queen and showing the रुज्गपाळा of Saga- 


rika to the king, he says that he could not divine her 
motive in giving it to Susangata. 


छु The king immediately observes that her motive 
E. . Was quite evident. It wasto console him, that she had 
| - ment that token. (किमपरं मामाश्वासयितुम) Then taking . 
_ it from the Vidushaka and holding it on ‘his chest, the - 
- king goes into a rapture and expresses his feelings with 
3 great emotion. He says that the necklace, was like q 
friend in distress to his body, as the necklace too, like his 
+ body, had fallen off after having once clasped Sagarika. 
j _ found the neck and was hence consolin his body, which 
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was grieving over its fall from her neck, like a friend 
who was in a similar plight. The king here means to 


say that the welaterand his body were friends in 
distress. His body once had the unique privilege of a 
कण्डास्छेष with Sagarika, and having tested it, had fallen 
off, The necklace, likewise, had the same privilege, as it 
had ever been resting round Sagarika's neck, but now 
it too had lost the avers. Thus both of them were 
in the same state (तुल्यावस्था) sharing the same grief. 


The companionship of a friend, who shares the same 
distress has often a salutary effect on:the other, as one 
could derive solace from the other. Likewise the king's 
body felt great relief and solace while in contact with 


the रङ्गमा. 


The truth is that the king who was deeply affect- 
ed by the separation or loss of Sagarika derived great 


relief at the sight of her vantat. Lovers separated 


from their sweethearts derive unique pleasure from 
objects belonging to them and feel thrilled by the mere 
touch of these, which formerly had her touch 


(nag eumueqan. A classic instance of thisis the following 
statement of Rama— 
erf चात यतः दान्ता तां स्पृष्टा मामपि स्पृश । 


ye किमेंतेः देवैः अप्सरोभिश्च दर्शितेः। यदि ते अनेन TET 


कार्य तद्दशेय सागरिकाम्‌ । 


When the Aindrajalika proclaimed his unique 
powers to display varied scenes, the king sends word 
to queen through Kanchanamala asking her to come 
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` - the queen arrives, the king tella her that the magician 
had blown. his own trumpet aloud (यहुतरमने न गर्चितम्‌) 


Ee and that they could see presently, how well he would 
 goquit himself. He then ordered the magician 
7". to- proceed with his show. The magician accordingly 
= began his performance flourishing his मयूरपिच्छिका- 
When he displayed the scene of the trinity of Gods, 
Brahma, Vishnu and Siva along with other gods and 


E Indra and the scene of celestial maiden dancing, all 


_ -marvelled at the unique sight. 
: ES he Vidushaka then told the magician in an aside 
—' . talk that the display of gode and apsaras women 


= "served. little purpose. If he really wanted to 
7५7८८७८ the king and win. his favour, he should show 
~ Sagarika. i | 

T This sentence is of special dramatic significance, 
| . asit helps the development of the plot later. Ibis 
1. . from this secret suggestion of the Vidushaka, that the 
—  — Aindrajalika takes the cue and'later causes the illusory 
— fire in the harem, whioh paves the way direotly to the 
शि: denouement. In this connection, it is worthy of note 
| that it is the Vidushaka, who first confirms that the 
b |. fire was only the creation of the Aindrajalika. 

॥ 42. नरायाः साहाय्यं मम॒ हि परितोषोञ्य कुर्ते) ` 

मभ Babhravys, the chamberlain of Udayana, who 


" 


५ - managed to survive the ship-wreck along with the 
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"Vidushaka to receive Vasubhuti. While accompanying 
the Vidushaka to the king's presence, Vasubhzti 
marvels at the great opulence of the palace and 
‘stands dumbfounded even at the gate, that ke iz 


branded ० ग्रासय even by the gatekeeper. The cham- 
berlain, who closely follows Vasubhuti feels exuberant 
joy at sesing the king after such a long time. 


Describing his strange experience, he concludes in 
æ rather poetic strain that his great joy was then 
helping his old age, as it were, in various ways. The 
shivering (करप) that is natural in old age is now iaten- 
sified by nervousness and the vision, which is blurred on 
account of age is now obscured by.tears'of joy and 
likewise his speech is now more faltering on account of 


'रक्षद, Shivering limbs, obscure vision and faltering 


"speech are inevitable concomitants of old age and all 
these three effects of decrepitude are intensified by the - 


emotional fit. On account of excessive joy, he feels 
nervous before seeing the king and this nervousness 


(खाध्वल) makes the shivering more pronounced ; the 


joy further produces streamiug tears which obscure the 
vision and again because of effusive joy his voice 
faltered and thus it appeared, as though his great joy 


was lending a helping hand to his old age. 


Kanchukis in Sanskrit dramas are usually old men 
with wide knowledge of men and things and their 


. gtterances are usually characterised by the ripeness of 


advanced. years. 


` 48. न ज्ञायते RSA अलीकं मन्तयते | 


When Vasundhara conveys Yaugandharayana's ॒ 


` CcmesssgSa hat She king, ha. immegiately, ,,8uapends | the 
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‘mini f Ceylon. As 

i t, -the honoured minister 0 । | 

Vasubhuti and the Kanchuki follow the यावा 
Vasubhuti observes ihe रल्लमाळला, but desists 


making any enquiry, as the resemblance proved nothing 
conclusively and भृषणलंचाद्‌ was iquite possible in 2 


great राजकु After the f ormal exchange of “ieee 
_ the king enquires if खिहलेश्वर was getting on well. ine 


nini ive i kes the king 
minister grows pensive and his manner ma 

and the queen suspicious., However prompted by the 
Kanchuki, he proceeds with his narration. 


He begins by gaying that his master, the king of 


` Ceylon came to know of Vasavadatta perishing in the 


fire, which broke out in Lavanaka and then promised 
to give his daughter Ratnavali to him (Udayana), in 


= response to Udayana's previous request. This state- 


ment appeared rather very mysterious to the king, for 
he had never.sought Ratnavali’s hand before. 


The queen however could understand the words of 
Vasubhuti, since Yaugandharayana had taken her into 
his confidence and planned the marriage with Ratna- 
vali only in consultation with her. The only thing 
that she was unaware of was that Sagarika was no 


other than Ratnavali. She could very well understand. 
- that the whole thing would sound mysterious to the 
king and realise the king's perplexity. All the same, ° 


she could not disclose the secret tothe king at this 
stage. She therefore gives an evasive reply, by which 
she deliberately cought to perplex the king more. She 
Bays that she could not decidè who was uiterning the 
falsehood. Superficially, this sentence would mean that 
though it was oertain that some one was. speaking 


Falechood,: since; che. was alivo;yatizishei तात ol iene 
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who did so, whether it was Vasubhuti orit was 
 Yaugandharayana, who had presumably given thie. 
information to him. 


But the king would understand the queen’s obser- 
vation in a different light. He would interpret the 
sentence as expressing the queen’s suspicion about 
himself. Vasubhuti had mentioned that the king had 
sought Ratnavali’s hand before and the king might 
think that the queen would believe it and grow suspi- 
cious about him. He would therefore interpret the 
queen’s statement as a sarcastic hit at himself, 
charging him of suppressing the truth. From the 
king’s angle, the queen's statement would mean “I (the 
queen) do not know, who is false. Whether it is 
Vasubhuti, who reports your former approach for the 
hand of Ratnavali or ४०७ who now say that Vasubhuti 

. is uttering falsehood.” 


It appears that the queen is deliberately confusing 
the king who is already confounded. Her statement.is 
a brilliantinstance of equivocation and of dramatic 
irony. The situation is as amusing to the queen, as it 
is perplexing to the king and on the whole, quite inter- 
esting to the audience, who enjoy the king’s perplexity 
and the queen's amusement ! 


44. दुरवगाहा गतिः दैवस्य | प्रवहणभड्ठमग्ोत्यितो नन्वेतावेव 
निदशेनम्‌ | 5s 


In response to the instructions of Yaugand- 
harayana, the king dismisses the. Atndrajalika to give 
audience to Vasubhuti. The Vidushaka who was deputed 
by the king to receive the minister soon returns con- 

- ducting him and the chamberlain Babhravya. After 
cctherusualh exchange. of-sordialitiag, pi Vasabhutiunaraates 
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how the king of Ceylon agreed ultimately to give his 
~ daughter to Udayana on hearing the report of the fire 
— — of Lavanaka taking the toll of Vasavadatta'slife. He 


— ended by saying that the prinoess was sent with her 


-~ 


p रलमाला but was drowned in the sea because of 
EC "Vasubhuti literally melts into tears, while narrating 
her tragio end and Vasavadatta on hearing the fate of 
 _ Wer भगिनिका falls down in a swoon. The king then tells 
= herin consolation that she should not.lose hope, for, the 
© «course of fate was incomprehensible (literally, that into 
7. which one cannot dive). He meant to say that because 
he workings of fate were very mysterious, there was 
| every likelihood of Ratnavali having survived the 
= -.ship-wreok. To substantiate his statement about the 
+ . snsorutable course of Fate, he points to Vasabhuti and 
~ . Babhravya as illustrations for the same. He thereby 
> ~~ means that the survival of Vasubhuti and Babhravya 
"o0 was purely aocidental and they escaped drowning 
 _ merely because fate was favourable to them. Thus 
& भः — they clearly proved that the tendencies of fate were 
— — — amfathomable and because it was so, the king says 


iv 


`. that Ratnavali also might have escaped drowning and 


vey 


PS — might be safe. 


x P. á De . a . 

. about it, a it rings true of Ratnavali too in the minds 
*- of the audience, though neither the king nor the queen is 
z oe conscious of it. It is, a piece of interesting dramatic 
F e - irony. The course of ate was indeed even more दुर्वगाद्दा 
Ee in the case of Ratnavali for it had not only made her 


— survive the ship-wreck but had brought her to the ve 
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admiration and love and the queen's jealousv ard 


punishments without her identity being recognised, 


It is again an irony of fate that makes Uda 
of Ratnavali’s possible survival with the help "Of i 
sterious fate when the same Ratnavali was the very girl 
to whom he had surrendered his heart ! 

For the grammatical comment on पतौ निदर्शनम, see: 


section on Grammar. 
45. देव्या दाहम्रवादोऽयं योड्मूछावाणके पुरा । | 
करिष्यन्निव तत्‌ सत्यं मन्येऽम्निरयसुत्थितः || 


When the king enquired of the welfare of सिइह्ेश्चरः 


to Vasubhuti, the latter gave a complete ac t of 
the circumstances that led to Ratnavali's ur 
with Udayana, and concluded by Saying that she was 


drowned in the sea because of दनभ When the queen 
heard this “dismal tidings” of her cousin suffering a 


watery grave, she fainted and the king tried to console 


her by referring to the unfathomable course of fate, 
which was illustrated by the case of Vasubhuti and: 
Babhravya (दुरवगाह गतिः दैवस्य). The whole account 
given by Vasubhuti appeared rather mysterious, as he 


was never aware of having sought the hand of the 
princess of Ceylon. He could not understand how 


Vasubhuti referred to her as पूवप्रार्थिता. He therefore - 


told the Kanchuki that he could not understand Vasub- 
huti’s statement, and asked him what it all meant. Just. 


- at this moment, all hear the grim report of the harem. 


catching fire and working havoo. : 
The king immediately bursts out pathetically that 


cBuepn; Vaseyadabte had periehediinothe femesounlnet asa . 
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while ago, Vasubhuti had referred to the fire of ळावाणक, 


and the report that Vasavadabta was consumed in the 
fre of Lavanka is fresh in his mind. Formerly however 


— the report became false and the queen had not come to 


harm, The king says that fire had broke out in the 
harem, as if to make true the false report that originally 
circulated about the queen perishing in the fire in 


लाघाणक. The king now feels that when a great fire 


—had broken out in the अन्तःपुर, the queen's death was 


`~ 


" 


००७६ 
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Ceylon consent to give his daughter 
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certain and hence says that though the'original rumour 
became false, now: it was bound to become true. 


There is an allusion here to the fire in Lavanaka 
which is mentioned in the original story. of Udayana 


preserved in the कथासरित्सांगर. According to that 


"account, Yaugandharayane manouvred to conduct the 
king and the queen to the place called Lavanaka, and 
when the king was away hunting, he set the harem to 
fire after secretly removing Vasavadatta and Vasani aka. 
The news of Vasavadatta’s death, then spread all over 
the land. According to the original, Yaugandharayana’s 
motive in circulating this report was to win the hand of 
Padmavati, the princess of Magadha for his king. He 
desired this alliance because he wanted to make tho 
king of Magadha his ally. Since the king of Magadha 
refused to give his daughter to Udayana, as he had 
known of Udayana’s unbounded love for Vasavadatta, 


Yaugandharayana decided upon this course of action; ॑ 
for, the king of Magadha would readily agree for the 


alliance, when Vasavadatta was no more. 


— Sri Harsha's account closely follows this. In the 
drama the rumour is set afloat to make the king of 


Ratnavali to 


x m F^ 


mA 
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and hence he thought it improper to wound the feelings 
of his niece by giving his daughter also to Udayana. 
This difficulty was avoided by circulating the report of . 
the queen’s death in Lavanaka. 


48. . किमिदमकारणमेव पतडुवृत्तिः क्रियते | 


Vasubhuti’s account of the king’s former approach 
for the hand of Ratnavali sounded mysterious to the 
king. He therefore asked the Kanchuki to unravel the 
mystery and enlighten him. But just when the 
Kanohuki started explaining, there came a sudden 
announcement from behind the scenes that a great fire ° 


had broken out in the अन्तःपुर. Forgetting for the . 


` moment that the queen was by his side, the king cried 
out for Vasavadatta; who, standing near by, told tbe 
king that Sagarika, imprisoned by her, was perishing in 
the flames and appealed $o the king to rescue her. 


f 


The king immediately darted forth to reacue 
Sagarika, when, Vasubhuti interrupted asking the king 
why he was going the way of ihe moth, without proper 
reason. The moth by its instinctive attraction for light, 
flies towards a flame and perishes in the fire, of its own 
accord. Hence itis used as a classic comparison for one, 
who courts his own death by his own folly or indis- 
crimination. Here Vasubhuti means to sey that the 
king was betraying gross lack of discrimination. as he 
was risking his precious life for saving the life of an 
ordinary hand-maid. Vasubhuti is blissfully ignorant 
of the king's love for Sagarika and does not know that 
~ there were other reasons for his bold venture than mere 
chivalry or sympathy for a dying girl. 


Vasubhuti is not aware that the girl whose life 


at sta s the daughter of his own master, the. 
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j hile ago, Ib is indeed a bitter irony of fate, 
lhat ho should bar the way of one who was advancing 
| ^ to save the life of his dear princess ! The irony of the 
- situation has a tragic interest about it. 


princess Ratnavali, whose supposed loss he bemoaned 


2 : ; Prof . Ray has rightly - interpreted the word. 
= अकारणम्‌ 88 meaning अप्रशस्तं कारणम्‌ by. taking the 
> - negative particle न (नञ) as implying अप्राशस्त्य. Rescuing 
| & girl from the fire can no doubt ७०० कारण, but is not a 
| proper reason (प्रशास्तकारण) for risking his precious life. 
E x - The following verse gives all the meanings of a3- 


Er 


~ ee] 


| . तर्साहच्यमभावश्च तदन्यत्वं तदल्पता । 

E- ` ` अप्राशस्त्यं विरोघश्च नचर्थाः षर्‌ प्रकीर्तिताः N. 
at. किमिदम्‌ अबस्तुन्येव मरतकुळं संशयतुछाम्‌ आरोपितम्‌ | 
m No sooner did the king hear from the queen that 
Sagarika fettered by her was perishing in the fire, than ° 
| he rushes to save |her, turning a deaf ear to the dis- 
—|— — gmasions of Vasubhuti, the chamberlain and the jester- 
~ — when the king had plunged into the fire the grief- 
— stricken queen resolves to follow the king in the fire 
| - when the Vidushaka offers to lead the way for her. 
The dejected Vasubhuti too feels it proper to offer him- 
' self as an आइति for the fire. | 


Eo A The Kanchuki observing this tragedy that had be- 
~ fallen the royal house, by all of them entering into the 
fire in succession, observes that for a mere trifle the 


_ family of Bharata had been placed in the scales of - 
~ suspense by all these persons entering into the fire. 


 cc- oe meant, to say that if the king and the, queen were - 
| ० | AA 
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to perish in the fire, the royal family would be left 


without an heir and thus the great royal family des- 
cended from Bharata was kept oscillating in the 
balance of uncertainty. 


~~ 


asg commonly means “an object" and is some- 
times used in the sense of & 'thing of consequence". 
Hence sqxg means “a thing of no consequence ”, or 
in other words, an insignificant trifle. 

The expressions सखंदायतुला and संशयदोळा are very 
common with Sanskrit writers, and though grown rather 
hackneyed by over-use, they have a charm of their 
own. The metaphorial identification of -संदाय with 


the scales or the swing is quite happy and conveys 
effectively the state of doubt, when the mind oscillates 
between two ends. न - 


` 48. किं मे मतिः अमति किं न्विदमिन्द्रजालम । 


The king cares a straw for his life and advances 
straight towards the fire without paying any heed to 
the dissuasions of all others present. He finds his 


sweetheart very close to the fire (आसन्नहुतवद्दा ) 


and welcoming the approach of the flames with philo- 
sophie calm. The king rushes near her and reproaches 


her for being स्वस्थ at such a critical juncture. But 
the very girl, who welcomed the blazing flames with a 
pleasant smile now finds that her जीविताभिछाष had 
revived at the sight of the king, and she calls for help. 


The king finds that her feet were fettered (निगडसयता) 


and hence clasps her neck to hold her up between-his- 
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E. * Suddenly he finds that the flames had mysteriously 
disappeared, that the harem bore no marks of attack 


of firo, being just as it was (तद्वस्थ) and that 


Babhravya, Vasubhuti and his friend were all unaffeot- ~ J 
ed. He ponders a while over this miraculous 


> -f 


courrence and is at a loss to know what it was. He 
asks himself, if his mind was reeling or if it was 
Indrajala, He had just a while ago seen the fire with 


his-very eyes-and now he found everything was as | 
before. Such an experience could be explained by 


assuming that the mind had lost its balance or by the 
phenomenon of Jndrajala, He is therefore unable to 


decide whether it was} a freak of the mind or it was: 


Indrajola. | | | 


In place of कि से मतिः some editions read gH sie: ` 


‘Kocordiag to this reading, the sentence would mean, 
“Ts my mind deluded by: a, dream or is it Indrajala". 


49. | ३ृशमिदमत्यन्तमाननीयेष्यपि निरनुरोधवृत्ति स्वामिमक्तित्रतस्‌। | 


;. When the real identity of Sagarika is established 


beyond doubt, the queen repents her gam and - 


~ requests the king to remove the fetters from her feet. 
She feels sad that Yaugandharayana had made her 


appear inhuman, by not disclosing the identity of 
Sagarika earlier. Presently, the minister appears on 
‘the stage ruminating over the past. He says that 


though the queen generously consented to’go through 


'पंतिवियोग on the eve of the Lavanakg fire, he had 
been rather unkiné to her, by bringing about the king's. 


‘marriage with another girl (अन्यक्लअसंघटना). No 
^R dóübt, the queen would be happy at the king's 
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जगत्खामित्वछाभ, but all the same, he feels shy to 
present his face again befcre the queen. 


Then pondering over this for a while, he reassures 
himself that he was not to blame, forhe had done 
everything in the interests of the king. He therefore 
observes that the vow of devotion to one’s master was 
such, that he had to go against the will of even highly 
venerable persons. He meant to say that he wag 
pledged to serve his master and had to carry out that 

. pledge at all cost. In the fulfilment of this solemn 
pledge of devotion to his master, he had to act 
counter to the interests of even the queen. In 

- the present case, in the king’s interest, he had to bring 
about his marriage with Ratnavali. He was aware thet 
the marriage was sure to displease the queen, who too 

>. deserved his veneration. But all the same, he had to 
- act against her pleasure, when it conflicted with his 


greatest pledge of सचामिभक्तिः 


The sentence gives a correct measure of Yaugandha- 
rayana’s unbounded devotion to his master, the king. 


50. ही ही वयस्यस्य हस्तगता वसुमती । 


- Towards the end of the Fourth Aot, Yaugandha- 
rayana appears on the scene and explains the details of 
his scheme to the king, .When the king asks him if 


the ऐन्द्रजालिकब्रृत्तातत was also a ruse devised by him, 


— he answers in the positive and says that he had em- 
. ployed it for releasing the heroine from captivity in 
the harem and for the revelation of her identity. He 
then slyly adds that the queen should decide what was 
: t) be done with her -sister, when her identity was 


E caved, The queen taking the hint from shi 8०७, 
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decorates. Ratnavali.with her own jewels and offers 
her to the king, saying that the king should leave . 


no stone unturned in pleasing her as her, अनककुल 
was far off. 3 


The king takes the hand of Ratnavali—as a 
token of formal ‘acceptance of the gift !—when the 
Vidushaka begins to ०७००९ in exuberant joy, expressing 
his feelings by the ejaculation, “Ha! Ha! The earth 
4s- in the hands of my friend.”- He was then 


having in mind, the सिद्धादेश about Ratnavali, that 
‘one who married her was destined to be a साचभौम 


holding sway over tho vast earth. He therefore felt 
that by getting Ratnavali as his wife, the king had 
verily got suzerainty over the entire world. So strong 
was his faith in the prophesy, that he felt that getting 
Ratnavali’s hand was tantamount to getting lordship 
over the earth. Hence he says that, when he was 
holding Ratnavali by the hand, the earth itself was 
in his bands, that is to say, vithin easy reach. 


The sentence is a fitting conclusion for the play, 
for it strikes the pleasant and auspicious note of the 
king’s sway over a vast empire. 


= Additional Passages for Annotation: 


| Act I. 
1. मद्धाग्योपचयात अयं समुदितः सर्वा ymai गणः | 


2. अहे पुनः जानामि, न भवतो, न कामदेवस्य ममेव एकस्य . . 


ब्राह्मणचटुकस्य अयं मदनमहोत्सचः। 
3. यदि पठ्यते .तदलमेतेत्त। ` 
+. कि वक्तव्यम्‌ उत्सवात्‌ उत्सवान्तरम्‌ आपतितम्‌ । 


$ E : CC-0.Prof. Satya Vrat Shastri Collection, New Delhi. Digitized-by S3 Foundation USA 


22. 
23. 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 


$ = 
^ Y a 
, 


यस्येच द्शनपथात्‌ प्रयत्नेन रक्ष्यते तरीच दृष्टिगोचरे 

पतिता भवेत्‌ | 

नमस्ते भगवन्‌ कु छुमयुघ, अमोघद्शनो से भविष्यसि । 
ACT II 

Haq इष्टेन ते Fem: लन्तापो wu पुनरपि तमेव 

प्रेक्षितुसमिळषसि इति अहो ते भूढता | 

अयि नृशेल ERU, जन्मतः प्रसृति सद्दसंचधितमिम जनं 

परिहत्य क्षणमात्रद्शनपरिचित जनमनुगछन न STA? 

भगवन्‌ कुछुमायुथ निर्जितलकळखुराछुरो भृत्वा 

स्त्रीजनं प्रदरन्‌ कथ न BS ? 


. SENT कन्यारलस्य हेदशे घरे अभिलाषेण भवितव्यम्‌! 
` त्वे भयाद्धः येन सारिकां भूत इति मन्त्रयसे । 

` eser ब्राह्मण सुक्त कोऽन्यः एवंविधानासचाम NAR: 

` अन्यथा कोऽन्यः कुछुमचापव्यपदेशेन Frere 1 
` त्वमेव Vy यस्याः अलेख्यचिश्ञानं घण्यते | 

` सुखरा खल्वेषा गभंदासी | 

` अकुशळास्मि तव ईदृशानाम्‌ आखापानाम्‌ | 

7. अनया छिखितो SER, इति यत्लत्यमात्मनि बहुमानः | 

. Seal Ice AGIAN न EXT | | 

. Sea: चित्रफलकः त्वया आनीतः | 

` सत्यं शपे sagan यदि कदाप्पस्समिः Seat इष्टपूचा । ` 
* अयि ऋज्ञुके एतस्य वक्रभणितानि न जानालि । 


ACT III 


MAN अतिक्रान्ता वासवदत्तां अकालवातावली | 
त्वे teed रक्षितुं न पारयसि | 
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24. अतिऋजुकेदानीं देघी येवं प्रत्येति | 

2b. इयं खलु स्फुटमेच देवी वासबद्त्ता। 

96, अस्यसंक्रान्तानि खल्विदानीसेतान्यक्तराण | 

97. zega एवं अस्माकम आपतितो महान्‌ अनथः 

98. पराधीनः खल्वयं जनः न पुनरीडशमचसर AJAN 
प्राप्नोति | 

99. एवं न्विदं यद्यकाळवाताघली न आयाति देवी चासवद्त्ता। 

30. किमद्यापि सदज्ञाभिजाताया: सेवया दुःखमनुभूयत्त | 


ACT IV 


31. इरशे प्रस्तावे इस्तो न प्रसरति | 
82, दिशा इष्टोऽसि देवीहस्तगतेनापि एताभ्याम्‌ अक्षि 


अयास्‌ । 
33; महति राजकुले र्लबाइड्यात्‌ न Teal भूषणानां 
aag: S ia 


34. अहमपि ते मार्गोपदेशको भचांमि । 


.' 95. दुरे लल्वस्याः जनककुळं, तत्तथा अनुतिष्ठ यथा 'बन्घुजन 
05 wmm 


"^. 
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before, is beyond doubt or dispute. We have first. _ 


General: and‘ Critical Essays. 


९१ Atl oe Noel s d LES TOT 


1. Determine the original sources of the plot of. 
the Ratnavali, giving proper evidences in. support of . 
your conclusion :— | | 


Though dramatic literature may furnish quite & ' 
few instances of plays, in which the plot is entirely: 
the product of the play-wright's imagination with no 
relation to history or legend, still a close study will . 


reveal that, in the majority of cases, the germ of the, 


story atleast would be traceable in some form in- 
history or legend. Dramatists, all the world over, 
have shown a preference to draw upon some old and ° 
well-known theme, as the basis for their original inven- 
tions, Dramatists may therefore be likened, in this 


- respect, to artists giving a fresh touch and a novel 


colouring to an old and fading painting, retaining its , 
bare outlines or to architects building a new and; 
attractive superstructure, in place of an old and, 
antique one, retaining merely its strong foundations.  , 


Following this time-honoured practice of dramatists, ` 
Sri Harsha has based his Ratnavalion the current * 
legends of Udayana,: which form the nucleus of the y 
plot of the play. That the story of Udayana was, 
very popular at the time of Harsha and even long . 


-— 


the testimony of Harsha himself, who says in the ^ 
प्रस्तावना of the play लोके. हारि च. घत्सराजचरितम्‌ः > 
Kalidasa, writing nearly seven centuries before Harsha, ` 


refers to the popurlarity of the Udayana legend and ` 
speaks of old men of the country side, well-versed in 


the story of Udayana (उद्यनकथाको anus). : 
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. The ourrency and popularity of the legend even earlier 
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are proved by the fact ‘that Kalidasa’s esteemed prede- 
cessor, Bhasa, has made it the theme of two of his'dra- 


mas खप्नवासवदत्तस, and प्रतिज्ञायौगन्घगायणमः Besides these 
and other ‘ literary.allusions’’ to the legend, there are 
as Prof. Jackson remarks, “incidental references to it in 
such technical treatises, as the Kautiliya Arthasastra 
and Patanjalfs Mahabhashya". 


It is, however, rather hard to decide the precise 
literary source from which Harsha derived his account. 
Nor is it quite implausible to say that Harsha followed 
simply an oral tradition. though the weight of evidence 
clearly indicates that these legends were long reduced 
to writing in some form or other. The earliest known 


work incorporating the Udayana legend is the famous 
ब्रहत्कथा of ume which was written in the Paisachi 


language. ` But this huge work is now lost 80१ survives 
merely as a name, though there are numerous references 
in literature, speaking in glowing terms about the work 
and its renowned author. lt is now available to us, 
in three Sanskrit versions. The कथासरित्सागर of 


Somadeva and the बुदत्कथामअरो of Kshemendra, both 


- composed in the 11th century A.D.; represent the Kash- 


mir version. "Besides these, there is a Nepalese version 
of the same, available in fragment, called the बृद्दत्कथा- 
स्होकलडत्रद्द by Budhaswamin, believed to have been 


composed in the 8th-or 9th century. But obviously 
these later Sanskrit versions could not have been the 


source of Harsha’s plays. a | 


- -But it is impossible to decide, in what f Sri 
Harsha had. this work before him, It is very difficult 
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to decide whether the original qgemw in the Paisachi. 
Prakrt was current during the times of Harsha or if 
some other Sanskrit version now lost to us, similar to- 
the three mentioned above, formed his source. The: 
following facts throw some interesting light on this 
knotty problem. Bana (बाण) of the 7th century, the- 
famous author of the कादस्बरी, who was: patronised by 
Harsha has commemorated the life of his patron in his 
eer ean. In a preface to this work, Bana, while: 


referring to some of his great predecessors in the field 
of poetry, pays an eloquent tribute to Brhatkatha.. 
His verse runs thus— ५ 


समुद्दी पितकन्दर्पा कुतगौरीप्रसाधना । 
हरलीलेव नो कस्य विस्मयाय वृहत्कथा ॥ 


Dandin, who also flourished at about the same time- 
also refers to the Brhatkatha in his Kavyadarsa and 


says that it was composed in भ्रूतभाषा-- 
भूतमाषामयीं प्राहुः अद्भुताथों SET । 


: These references indicate that the Brhatkatha waa 
available to Bana and Dandin probably in the original 
form itself. And if, as Prof. S. K. De suggests,. 
* Dandin can be presumed to have possessed a direct 
knowledge of the work (Brhatkatha) already famous 
in his time", we may conclude that Harsha, who was - 
nearly his contemporary might have had access to the- 
original Brhatkatha, which might have been the source 
of the Ratnavali. TX 


^ 


But Dandin's reference too is rather vague, with a 
tone of hearsay about it and seems to suggest that the- 
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| ii 1860 alar. which mentions a 
:nsoription discovered near Koler, : 
eeiclaieorinos named Durvinita as having rendered the. 


"Brhatkatha in the देवभारती, namely Sanskrit. The. . 


3 . -relevant portions of the inscription are as follows— 
—— झोमत्कोइणमदाराजांधिराजस्य अविनीतनाम्नः पुत्रण..... देवभा . 
तीनिबद्धवृद्दत्कयेन....दुर्बिनीतनामधेयेन.....11018 king Durvinita 
‘has been. assigned to the early part of the 6th 
A.D. and it appears from the inscription that he ben e- 
-red the whole of the Brhatkatha into Sanskrit. t is 
possible that Bana and Harsha, and later on Dan in, 
had access only to this Sanskrit version. Tt is also 
possible that besides this version of Durvinita, there 


- "were other Sanskrit versions, which might have been 
-used by Harsha. 


E 
: | 
E- 
: न Besides these versions, there are numerous accounts 
— of the Udayana legend in Buddhistio literature, 
- "Mention may be made in particular of the. Dhamma- 
pada (चम्मपदू) commentary of the bth cent A. D., 
. — which gives “the fullest treatment of the Udayana 
^ legend?’ Another Buddbistio commentary entitled 
— A Papanohasudani (पपञ्चसूदनी) by Buddhaghosha, which 
gives a brief account of the same, also deserves men- 
- — tion. But in Prof. Jackson's view, Sri Harsha- does 
^. not appear to have drawn his theme from these Budd- 


/  histio sources, “despite his leanings towards that 
religion.” | : 


about the source of the Ratnavali. He says, “It is also 
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possible that the legend of Udayana existed as an indep- 


endent literary work apart from the Brhatkatha, for, an. 


Udayunacharita (उद्यनचरिव) is mentionedin the som- 


mentary of Dasarupaka.” However it has been doubted,- 


if the Udayanacharita referred to in the Dasarupaka is a 
drama or & prose work. It is even doubtful, if the 
passage in question points to any precise literary work 
or simply to the story of Udayana, without any 
reference to a literary composition. 


By the cumulative weight of all the evidences aet 
forth above, it will be apparent that our conclusions 
about the source of the Ratnavali are bound to be 
as hazy, as they are indecisive. The original Brhat- 
katha of Gunadhya in the Paisachi Prakrt, if it was 
extant during Harsba’s days, or the Sanskrit version of 
the Brhatkatha rendered by prince Durvinita of 
Konkan, or some other similar Sanskrit version—if suoh 


a one existed !—or the (S@aaqica) of unknown author- 


ship, if the latter work is a narrative in_prose, all these 
share, almost equally, the claim to have been the 
source of the Ratnavali of Sri Harsha. 


2. Set out briefly the story of Udayana, as found 


in the original sources and examine the deviations made. 


by Sri Harsha from it, in the Ratnavali. 
| OR 


Discuss how far Sri Harsha is indebted to his original 
sources in writing his Ratnavali: 


(Reproduce the first para from the preceding essay — 


and continue.) 


In thus refashioning an old story and casting it 
in a new mould, giving new life and grace to an out- 
moded theme, it will be necessary to cast away the 
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| ld 
materials that are worthless or at least to remou 
them, according to the exigencies of the drama. The 
following verse from दशरूपक, & standard. is on 

1 ins ole: ff from 
dramaturgy, explains clearly the need to drop off 1 
the originai i such tracts that conflict with the spirit of 
the drama or at least to alter them suitably. 


यत्तत्र अनुचित किंचित्‌ नायकस्य, रसस्य वा। 
विरुद्धं, तत्‌ परित्याज्यम्‌ अन्यथा वा प्रक्पयेत्‌ | 


Sri Harsha has followed this well-known conven- 
tion of dramatists in the composition of all his three 
plays, all of which are based on legends. The nucleus 
of the plot of the Ratnavali and the Priyadarsika is 


: derived from the legendary accounts centering round 


the quasi-historio Uday ana and the plot of the Naga- 


"manda is derived from the Buddbistio account of the 


बोघिसत्व-8. Further such a deduction of the plot from 


- @ foreign source was more or less inevitable in the case 


of the two नाटिका-७, Ratnavali and Priyadarsika, for, 
the technical rules regarding a नाटिका require that its 


a plot should be invented (उत्पाय्रतिचृत्त) and at the same 


time the hero should be a, well-known person (प्रख्यात. 
नायक). The plot of a नाटिका should therefore move 


round characters, renowned in history or legend but the 
plot itself should be the invention:of the dramatist and 
not a mere repetition of the historical or legendary 


P _- account. A नाटिका would thus be a novel story about 
—— a well-known person; and this obviously implies that the. 
plot of a नाटिका should be an admixture of known facts, 


historical or legendary, with pure fiction, 


| th O- 
duot of the poet’s imagination. Following. this sae 


dramatic 
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code about the नाटिका, Sri Harsha has drawn upon the 

story of Udayana, "famed in legend ", but invented a 

fresh story around the old characters, which is sub- 
= stantially different from the legendary account. 


The earliest known work incorporating the story of 
Udayana is the वृहत्कथा of ameg; which was written in 


the Paisachi Prakrt. It is however impossible to decide 
whether Sri Harsha based his theme on this work or on 
some Sanskrit version of the same, current during his 
‘days. Though the original Brhatkatha is now lost, 
we have faithful reproductions of the same in three | 


Sanskrit versions, the कथासरित्लागर of Somadeva and 
the वुत्हकथामञ्जरी of Kshemendra, both coming from 
Kashimir and the gum AURIS of Budhaswamin 
representing the Nepalese version. 


The following is an account, in the briefest outline, 
of the later portions of the story of Udayana, relevant 
for the comparison with the Ratnavali, as given in the 
Kathasaritsagara. The earlier parts of the narrative 
are concerned with his ancestry, the peculiar circum- 
stances leading to lis birth in the hermitage of 
Jamadagni, by an eagle mistaking his mother to be. a 
piece of flesh, when she was bathing in a specially pre- 
pared pool of reddish water, resembling blood; his later 
restoration to his father, his assumption of kingship, 
his amorous adventures with Vasavadatta, the princess 
of Ujjain and daughter of king Chanda Mahasena. The 
later parts describe his marriage with Padmavati, 
princess of Magadha, brought about by the diplomatio 
machinations of his astute minister Yaugandharayanas 
It is this latter part with which we are concerned here; 
for it is this that has furnished the kernel of the plot 


of the Ratnavali. 
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E the king of Magadha, we SUM age 
sss the kingdom of Udayana, Was is powertul riva 
ep king f requent inroads into his territory and 
.— Padmavati was his daughter. Yaugandharayana, who 
~ was well aware of Pradyota’s greatness, wanted to 
| | | an ally and with this end, he sought the 


repulsed the approaches of the minister. : Udayana's 
= ardent love for Vasavadatta was so well 
over the land, that Pradyota did not wish to run 

“the risk of giving his daughter to him, much as 
. he was attracted by Udayana’s accomplishments. 

- — "phe indefatigable Yaugandharayana laid out & 
gunning: scheme to bring about this marriage. He 

took Vasavadatta into his confidence and convinced 

|. her about the supreme benefits that the king would 

|. derive from the alliance and how prosperity was eure 
to amile upon him thenceforward. In the interests of 
her husband, Vasavadatta agreed to be a party to the 
- minister's schemes. On various pretexts, the king was 
॥- persuaded to encamp ‘at Lavanaka, a village on the 
' border lineadjoining the Magadha kingdom. When 
— - the king was away on ७ hunting, the queen's camp was 
set on fire and the rumour was set afloat, that the 
~ queen and Vasantaka had perished in the flames. In 
|. the meanwhile, Yaugandharayana had. led the queen 


al 


c 
Rs 


> = — vati, after disguising their real forma by his magical. 
` powers. The only impediment to the marriage being 
— thus removed, Pradyota readily agreed and the marri- 


- 


P ^ 


capital of Pradyota, Udayana discovered the reali 


न SS |. identity of the disgiused Vasayadatta. When the 


— — marriage had become an accomplished fact, Pradyota. 
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i for Udayana. But Pradyota 


and Vasantaka away and entrusted them with Padma- - 
age was celebrated. Soon after his return from the 


A = had no other alternative; but mute acceptance of 
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It will be clear from the foregoing account that . . 
the Ratnavali follows the original legend in its barest- 
outlines. Almost all the incidents in the play are of 
ihe poet’s own invention and he is indebted to the- 
original source only for the basis to build his novel: 
story. The plot of the play, no doubt very closely 
follows the original in its general trends, but the details 
are all worked out in an entirely different manner. It. 
must further be admitted that Sri Harsha has, in some 
cases, drawn inspiration from the original story, for his 
own inventions. Thus some incidents and references in 
the Ratnavali are but distant echoes from the original, 
the same old incidents repeated, but reshaped by the 
artistic hand of the royal author and aliered almost 
beyond recognition. Hence Sri Harsha’s indebtedness 
to the original should be estimated by considering the: 

. question from three different angles: first, the elements 
in the play, which are taken from the original and 
adopted without alterations; second, the parts of the- 
play, which are inspired by the statements or incidents. 
in the original and thirdly, those incidents in the play, 
which are pure inventions of the playwright and owe - 
nothing to the original 


PARTS OF THE RATNAVALI, BORROWED 
FROM THE ORIGINAL 


1. Back-ground of the siory—Names of characters: 
and, places 


The back-ground of the drama is furnished by the: 
original 


- 


(A) Names of characters. 


Thus the names of all the major characters, except- 
the heroine, their relationship with each other and the 
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roles assigned to them are all the same, as in the 
.original. Even some of the prominent traits of their - 
character, touched upon in the original are reproduced 
in the play. Thus Yaugandharayana and. Rumanvan 
‘are the ministers of Udayana. The role of Yaugand- 
haraya ng in the play is identically the same, a8 in the 
original.* His main objective is to bring about the 

- king's diplomatic marriage with another princess, which 
- will be the precursor of the king's greatness. His talent 
for laying out and executing schemes, enthusiasm and 
energy and above all his boundless loyalty to hie 

: master, depicted in the play are all traits, which are 
E developed in the original. Rumanvan, in tbe original, 
is the son of the former commander-in-chief and he is 
portrayed in the play as leading, a campaign against 
Kosala. Vasantaka is assigned the role of agza in 


the original as wel. Ka ichanamala is also referred 
to, as the "confidential — friend of Vasavadatta, 
capable of keeping secrets — rather an unusual 
feminine trait i In the play, she is depicted much 
in the same light: Here she not only keeps the 
secrets of the queen, but explodes the secrets of others! 
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‘ But, whereas, Pradyota in the Kathasaritsagara, is 
the name of the king of Magadha, father of Padmavati, 
he is referred to in the drama, though casually (प्रद्यो तस्य- 

` Sat, वसन्तसमयः---..) as the father of Vasavatta. But 
= this confusion in the names: appears to have existed 
——. log before, for, we have Kalidasa himself referring. to 
—  Vasavadatta, as ‘the daughter of Pradyota (प्रद्योतस्य 


CA 


___ पप्रियदुहितर वत्सराजो5त्र sg 1— Meghasandesa). 
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(B) Names of places. 


l Likewise, the names of the places, where the action 
nen place are also taken from the original. कोद्यास्वी, 
the ita | : MEA : 

referred p pt LT the Klug ie 
er revellers in the festival (Aari शातकुस्भद्रव- 
खांचतजनेव एकपीता विश्वाति)॥०१ later when the Vidushaka 
refers to Udayana’s कोशास्वीराज्यला भ- Vasavadatta, in 


the original, is the princess of Ujjai 
li jain and the same fact 
is alluded to in the play, when Vasavadatta says, that 


she felt a special पक्षपात for the magician, as he had. 


come from Ujjain and Kanchanamula adds, by way of 
explanation, that the Queen's ज्ञातिकुलवहमांन was quite 
natural, The village of Lavanaka is the Scene of a 


conflagration in the original and the s : 
referred to in the drama as well. ien 


2. Main trends of the story. 


Besides the names of persons. and pl 
1 i ; a ; 

Ratnavali follows the original in the main trends Gf dis 
story. Thus the central pivot of tho plot, namely; the 
ambition of Yaugandharayana to bring about the 
marriage of another princess with his master, to 
strengthen his position as a king and ensure his अभ्युदय 
is common to the drama and the original. Besid. 

following the original in the गता शतय iit 
Ratnavali closely follows it in most of the major 
details, connected with-the development of this theme. 


Thus the basis of the minister’s desire. for such an ` 


alliance is the same, namely, a prediction about the 
princess. -The minister’s direct approach to 


the 
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princess's father, geeking her hand for Udayana, meets 
| with unqualified refusalin both. And lastly, the trick 
- . "adopted by the minister to set aside this stumbling 
-'-  plook of the alliance is quite similar in both. The 

circulation of a rumour about the queen’s death in a 

fire, to allay the misgivings of the princess's father is 
common to both and according to both the accounts, 
_  xheminister takes the queen into his confidence, before: 
+ taking this step, convinces her about the wisdom of his 


= plans and secures her consent. 


É 

 . - pARTSOF THE RATNAYALI, INSPIRED 
ES. _ BYTHE ORIGINAL. 
5 1, Prediction about the princess. । 
E — * In the Kathasaritsagara, there is 8 reference 
-..- toa prediction, which forms the basis of Yaugan- 


- gharayana’s scheme. . According to. this account, 
‘ib was prophesied by & seer, that she (Padmavati) 
was destined to be the wife of Udayana". Sri Harsha, 
while taking the idea of a prediction from the original, 
has altered it suitably. According to the drama, the 

सिद्धादेश was, that the person who married Ratnavali 
` would be a सावभौम or emperor. (The Brhatkatha- 
manjari, however gives & different version. The pre- 


drama. It is difficult to decide, whether this is the 
original version of the Brhatkatha, or if Kshemendra 
_ has been influenced by the Ratnavali). 


: i EC ee '9. The reason for the refusal of the alliance, 
15... According to the original account, the king of 
AM - riie rejecta ibe uae eee the suggestion of Yaugandharayana,. 


en a 

. 7. चक्रवर्तिवधू: सा हि भाविनीति श्रुतं मया। ` 
er E Vrat Shastri Collection, New Delhi. १7१६११५ manjari.) 
s T 


diction, according to this version, is the same as in the 
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because of Udayana’s ardent love for Vasavadattat. 
Sri Harsha has modified this also. Since Vasavadatta is- 
the niece of Vikramabahu, his refusal is motivated 


by a desire not to saddle his own niece with a co-wife 


and wound her feelings? 


à. The Lavanaka incident. 


The germ of the Lavanaka incident is found in the. 
original, but Sri Harsha’s treatment of the same is: 
vitally different from that.of the original. In the play, 
the king is described &s quite unaware of this incident 


and Vasubhuti’s reference to Vasavadatta’s death 
appears mysterious to him, that he brands it as false. 


(agtn) From this it follows that, according to the: 


version of the drama, Lavanaka was not really set on 
fire at all, for, in that case, the king must be aware of 
it. In the original, however, the queen's camp is act- 
ually set on fire, after she is secretly removed from 
the scene. Sri Harsha’s alteration of the original 
version is perfectly justified. In the original, the rumour 
about Vasavadatta’s death in the fire was to reach the 
king of Magadha, whose territory was adjoining the 
kingdom of Udayana. It was therefore essential that 
a real fire had to be caused, to float a rumour, as other- 


wise, the truth might come to light. This also explains: 


the reason behind the choice of the place Lavanaka, for 
this village was on the border and the news could. 
trickle down in a very short time and before people: 


‘grew suspicious, the marriage could be finalised and 


1. नाहे वत्सेश्वेरायैतां दास्याम्यात्माधिकां सुताम्‌ | 


rer वासवदत्तायां स्नेहो हि सुमहानिति ॥ 
(Kathagaritsagara): 


9. सिंहलेश्वरेण देव्याः वासवदत्ताया: चित्तखेदै afeun....Ratnavali,, 
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 gelebrated.. In:fact, in the original, the. negotiations 
andi the marriage are hurried through at lightning 
. gpeed. But, the case of the drama is different. Ceylon 
is separated by thousands of miles from Kausambi and 
8 false rumour could be floated with ease and before it 
is doubted 07 verified, the negotiations could be 
finalised. This explains why the king is puzzled to hear 
the report of Vasubhuti and demands an explanation 
from Babhravya. This is also confirmed by the subse- 
quent words of Yaugandharayana, who says that he 


merely floated a false report in Ceylon (छावाणके देवी 
avatar प्रसिद्धिसुत्पाद्य....) 


E- There is yet another reason, why Sri Harsha dis- 
4 pensed with the real fire incident in Lavanaka. In the 
' original, Vasavadatta : had to be removed: from the 
scene to make her incognito life under the care of 
Padmavati possible. This necessitated a real fire. But 
in the drama, the disguised life is shifted from the 
queen to the heroine. Consequently the queen could 
continue with the king as usual and hence the real fire- 
accident was uncalled for. 


.. Thus according to the original, the fire was real and 
the rumour about the queen perishing in it alone was 
false, but according to the drama, the fire itself was 
pure fiction. The Lavanaka fire in the drama was a8 


unreal, as the illusory fire in the harem, with this 
difference, that the latter was produced by an ordinary 


पेन्द्रजालिक directed by Yaugandharayana, and the 
former, by the ingenious Yaugandharayana himself— 
the political पेन्द्रजारिक | Ia 


E - ai Note :—Bri Harsha's treatment of the fire accident 
3 _ Ccequie original - and, is ebtzaotgrised, , by; admirable | 
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economy, which is one of the essential requisites of art. 
He has taken from the original, just what is essential 
for his story, leaving out the non-eseential. But there 
are two flaws about it, which are noteworthy. 


(i) The first is a minor one. The choice of Lava- 
nake has no special significance behind it in the drama. 
In the original, the ministers chose Lavanaka, 
because of its proximity to the Magadha kingdom. 


But since the fire itself was fictitious, the place is 
immaterial, Harsha has simply followed the original in 
retaining Lavanaka. | र 


(ii) The second flaw is more serious. Sri Harsha 
appears to have confounded his own version of the 
episode with that of the original As pointed out 
earlier, according to the drama,” there is no separation 
between Vasavadatta and the king, asin the original 
stery. But strangely enough, Yaugandharayana, in the 
drama, says that the queen consented to suffer a 


separation from her lord on his words. (देव्या मद॒चतात्‌ 
तदाभ्युपगतः पत्युवियोगो महान्‌.....) Harsha here makes 
his Yaugandharayana speak of the queen’s पतित्रियोग 
forgetting that his queen had no पतिवियोग at all ! Prof. 
Ray, who recognised this error, interprets the passage 
differently by takingthe word चियोग to mean चिभिन्नो 
योगः and says that it refers to-the “union with another 
wife” (दाराष्तरघरना)'' | 5 
4. Incognito life of Rainavali and recognition of 
her identity. S | | 


In the original, 10 18 Vasavadatta who is disguised 


as a brahmin lady and leads an incognito life in the | 
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palace of Udayana. But in the drama, it is Eotnavali 

— -. ho leads a similar life in the palace. Here Sri Harsha 

has derived the motif of incognito life from the original, 

- —— "but has employed it differently. - | 

Likewise, he has also suitably altered the ciroum- 

* stances of the revélation of her identity, In the original, 
the king himself discovers the identity with the aid of 


the never-fading garland and ltilaka (अस्छानमाळातिलकौ) 


—a, peculiar art, which he had imparted to Vasavadatta. 
In the drama, the same 18 effected with the aid of the 


 ल्लमाळा of the heroine and since the King nadana 
.— —. known Ratnavali before, a new character Vasubhuti is 
introduced by the dramatist, for this purpose. 


| a x 
 - Vindhya. 
| This campaign led by Rumanvan against the 


—  —  Kosala king is a pure invention of the dramatist, per- 


22H haps intended, '' to depict the king in his heroic spirit”. . 


‘The Kathasaritsagara refers to & scuffle in the Vindhya 
mountain between Udayana and a band of thieves’. 


- tis probable that this f urnished the cue to Sri Harsha * 


X. for the campaign in the Vindhyae. ERN 
ES -. 6. The supernatural elements in the play—flower 


p There are repeated references in the’ play to 


ह 1. खगन पादचारी सन्‌ स tmt: 
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: 5. The campaign against the Kosala king in the ° 


blossoming out of season—- illusory fire—visit to पाताल. 


_ supernatural “powers. Though all these are creations - 
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of Sri Harsha, he has derived his inspiration for 
these novelties from the originial source. The entire 
atmosphere of the original. story is replete with the 
belief in the supernatural, and it must be said, to the 
credit of Sri Harsha, that the new situations and 
incidents, he has created, fit in admirably well with the 
atmosphere of the story. 


In the Kathasaritsagara, both Udayana and Yau- 
gandharayane are described as possessing various 
supernatural powers. When Yaugandharayana starts 
to release his captive king, he says that he is conversant 
with various magical means of smashing fort-walls, 
breaking fetters and of making himself invisible. In 
the same context, he is described . as entering into the 


cemetery of Mahakala and meeting & spirit (ब्रह्मराक्षल). 
with whose aid, he converts himself into an old, uncouth 
hump and transforms Vasantaka too into an ugly 
figure with projecting teeth and a huge belly’. Later 
he is described as transforming Vasavadatta into a 
brahmin lady and Vasantaka into a blind lad, himself 


1. प्राकारभज्ञनान्‌ योगान्‌ तथा निगडभञ्जनान्‌ | 
अद्शनत्रयोगांश्व जानेडहमुपयो गिनः ॥ (Kathasariteagara) 


2. उजयिन्यां महाकालइ्मशानं प्राप स क्रमात्‌ | 

.. योगेश्वराख्यो इतवान्‌ अभ्येत्य ब्रह्मराक्षसः ॥ ` Cr 
तेनोपदिष्या JRA ततो. यौगन्धरायणः | 
स चकारात्मनः सद्यो रूपस्य परिवतेनम्‌॥ 


बभूव तेन विकृत: कुञ्जो Tat तत्क्षणात्‌ । E 


उन्मत्तवेषः खल्वाटो हास्यसंजननः परम्‌ ॥ 
तयैव युक्त्या स तदा सिरानद्धएथूदरम्‌ | 
चक्रे बसन्तकस्यापि रूपं दन्तुरदुमुखम्‌॥ (Kathasaritsagara) 
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88 , 
~ old brahmin'. When. he actually gains 
Ne E. ito t he palace of Vasavadatta, he is described 
/*. $8 making himself invisible to the princess and her 
 ' maids and talking with Udayana*. The fetters of 

Udayana are also smashed with the aid of bis magical 


: - powers? 
: King Uday ana himself, in the original, is endowed 
with some supernatural powers He is described as 


releasing a serpent from the hold of a hunter and 
receiving a दीणा called घोषचती and also the magical art 
of producing never-fading garlands and 6167०64 

É न Jt will be clear from the above, that the original 
-— — Brhatkathais fully surcharged with the supernatural and 
has rightly been described by Dandin as stg TA acm. 


1. ततस्तां व्राह्मणीरूपां देवीं यौगन्धरायणः । 
. स्‌ चकार कृती दत्वा योगे रूपविवर्तनम्‌ N 
वसन्त॒कं च कृतवान्‌ काणं वडुकरूपिणम्‌ः। 
आत्मंना च तथेवाभूत्‌ स्थविरत्राह्मणाक्कतिः (Kathasaritsagara) 
2. ततो वासवदत्तां च तद्चर्टी: प्रति चात्मनः। ` 
अदशनं युक्तिबलात्‌ व्यधात्‌. यौगन्धरायणः ॥ 
p. | A -  (Kathasaritsagara) 
8. ततश्च वत्सराजोःत्र वीणामदाय तां निजाम्‌ । 
यौगन्धरायणात प्राप्त: योगे; खंसितवन्धन: ॥ 


B - (Kothasaritssgata) - 
|1 4, The serpent, named Vasunemi says— - 
इमां वीणां गृह्ण A — — — — st 
तन्वोनिर्घाषरम्या च श्रुतिभागविभाजिताम्‌ | 


i T cco PREIS, SETTER t Rathasariteaganads, 


BE- 


| . the Vidushaka says tbat the magical result of the दोइद्‌ः 
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Having derived his play from such & source, Sri Harsha. 
has invented new incidents in his drama, which fit in 


quite well with such a supernatural setting. Udayana, 
in the Ratnavali, though not possessing supernatural 


powers himself, is a staunch believer in the inconceiv- : 


able powers of mystic gems, mantras and herbs. He 
pins his faith on a WS well-versed in mantras called 
भधीखण्डदात--९॥॥७०४ this contained a topical allusion 


to a contemporary magician of Sri Harsha’s days !— 
for making his creeper put forth blossom out of season. 


The efficacy of this strange दोहद्‌ is believed by all and 


was seen, the very moment it was applied. Likewise, 
the Fourth Act of the Ratnavali, is surcharged with the 


supernatural. We have an पेन्द्रआछिक, who, by his. 
. Aega, can show the moon on the earth, a moun- 
tain in mid air, fire in water, and nightfall at mid -. 


day’. More than these declarations, he actually demon- 
strates his powers by showing the gods themselves in 
their concrete forms before the naked eyes of his spec- 
tators and scenes of Siddhas and Vidyadharas dancing 
in the sky®. To crown all these feats, be later produce 


an illusory fire, which apparently consumes the harem 


and even burns the स्तनांशुक of the heroine and amazes- 
all by its sudden appearance aud equally sudden dis- 


appearance! 


I. कि धरण्यां WE: आकारे महीधरः, जले ज्वलन: । 
Tens प्रदोषो awe देहि आज्ञमिम्‌ ॥ Act IV—38, 
2 हरिहरत्रह्मप्रमुखान्‌ देवान्‌ दशयामि देवराजं च । 
गगने सिद्धविदयाधरवधूसाथ च उृत्यन्तम्‌ -Act IV—10. + 


J 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 


i 


A TRAC $T AM TNR! QOIS TT his X my T: N "1. 


| 
* 


90 


£ According io the Brhatkathamanjari, the king 
~ aotually visits the nether world with the serpent and 
~ marries his sister called Lalita, who, at the time of 


B -of making अस्लानमाला. There isa faint reminiscence . 
- — of this visit to the nether world, when Ud ayana tells his 
e friend that the scene of the revellers playing mischievo- 


— ualy with the hood-like ?Zsj$-8 reminded him of पाताल. 

| In the invention of these inoidents, Sri Harsha has 

.. been influenced by the original Brhatkatha, from which 

E ‘he drew his inspiration for these incidents, steeped in 
the supernatural. a 


ae Nole :—The supernatural element in the play and the 

influence of the original in this respect have been discus- 

v... sed at some length, so us to furnish, sufficient material 

_ Jor a separate eseay on “THE SUPERNATURAL 

^" ELEMENTIN THE PLAY”. 

x 7. . Reminiscences. of ihe original, even im the 
= . Janguage of the play. 


_ followed is now lost, but traces of the influence of the 
a -uriginal, on the drama could be glimpsed here and there 
bya comparison of-the play with later versions like the 
'कथा सरित्सागरः Two such instances may be pointed 
as -out: (i) Speaking of Yaugandharayana, the Kathasarit- 
है E gagara says— ! : 


Bai महामन्त्री स स्वामिहितनिधुर: | 
| ' - Thesame sentiment is echoed by the minister, 


^ soliloquizes ‘as follows— ANAT. इडशामि au 


" 
- 


b _ parting gives. him the वीणा and confers -on him the art. 


The original version of the story, which Sri Harsha 
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| original a hunter tells the king— faqra पन्नगे qq 

| 'मन्लोषधियलात्‌ अयस्‌ | In the drama, the king tells his 
_ friendj—swer कः arte: अचिन्त्यो fe मणिमन्त्रोषधीनां _ || 
प्रभाव: । Es e. 1 


PARTS OF THE RATNAVALI, WHICH ARE 
PURE INVENTIONS OF HARSHA 


It will be seen from the &bove, that the barest out- 
lines of the plot of the drama have been taken from the 
original by Harsha, and that he has also suitably modified 
certain incidents of the original. But in the develop- 
ment of this theme, Sri Harsha has invented numerous 
incidents, which are all his own inventions. The 
Madanamahotsava in the First Act has been introduced 


to satisfy the technical rule that “a नाडिका treated in 
Igt. could be staged only at spring time". The 
episode of the चित्रफडक, and the लारिका, the introduc- 
tion of the monkey, Susangata's plan of exchange of 
_ dress and the dramatic situations in the कदलीग्रद, the 
पेन्द्रजा लिक ४ feats in the Fifth Act and the recognition 
of the heroine with the aid of the TqATaT are all novel 
creations of the fertile imagination of the dramatist. 


CONCLUSION 


` Having borrowed from his original source the mere 
skeleton of his drama, Sri Harsha has furnished it with . 
flesh and blood and made of ‘it an attractive and artistio . 
whole, by supplying all the details of the incidents from 
his own imaagination. We may, therefore, conclude 
with Kale, that “while originality of plot has to be 


denied to our poet, it must be admitted, that in the 
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Ratnavali, his inventive genius and constructive skili - 
shine out so pre-eminently, a8 5o make his indebtedness 
to the original quite insignificant . 
à 3. Define ‘Vishkambhaka and Pravesaka and 
examine cfitically the difference between them. 


OR 


c9 


Write short notes on :— 
1) Vishkambhaka- 2) Pravesaka. 
e Nandi. ie | Q Bharatavakya. 
- ''(q) Viehkambhaka (विष्कम्मकः). 


; It is essential that, there should be greater 
= emphasis in a drama, on the emotional appeal to the 
audience than in a narrative story; for it is only then 


E that that the play can sustain the interest ofthe 4 
. audience and keep them in a tension. Because of this 

E fundamental difference between a 7 arrative story,. which 

` ब्व्य and e play on the stage which is इद्य, Xhere is 

E ~ — po place in a drama for inoidents, whioh are of a purely 

E. ` narrative nature and are devoid of the emotional touch 

= (नीरख).. Further, writers on Sanskrit dramaturgy 

2 require that certain things should not be presented 07 - 
E the stage, because of their being unsuitable or undesi- 

s rable for direct representation on the stage. A long 


: B - journey; battle, death, eating, bathing and the -like are 
`~ all included in this latter category. 


^ 


/ ‘These two considerations make it imperative, that 


^ 


2 A . such elements in the story, which are dry and un- 


(> ST 


z CCevierj these;ere; required donmaintain the: peenbinuiky. Of, ... 


^ B 


1 
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the story, they should only be indicated to the 
audience by some means, other than direct represen- 
tation, for only incidents replete with रस and भाव 

bd are fit for the stage. In support of this, we have 
the following statement of the दुदारूप'क-- 


नीरसोऽनुचितस्तन्र संसूच्यो वस्तुविस्तरः । 
इश्यस्तु मधुरोदत्तरसभावनिरन्तरः ॥ 


"Writers on Sanskrit dramaturgy have recognised 
five such indirect metkods of indicating the story to 
the audience, and most prominent among these are the 
Vishkambhaka and the Pravesaka. 


A Vishkambhaka may therefore be described as a 
device adopted by dramatists to inform the audience 
of incidents, that have happened or that are to happen 
or both, whew such incidents cannot be represented on 
the stage. The purpose of the Vishkambha is to 
shorten the length of the play by cutting out such un- 
interesting parts of the story from the play proper. 
Vishkambhakas are introduced. before the commence- 


ment of any act. Vishkambhakas are of two types शुद्ध 
and faz. A शुद्धविष्कम्मक is managed by one or more 
characters of middle status (मध्यप्रपात्र) and consequently 
‘the entire business is carried on only in Sanskrit. On 
the other hand, in a मिश्चविष्कृस्षक we have both middle 
and low characters and consequently Sanskrit and 
Prakrt are both employed in it. The following is the 
definition of a Vishkambhaka as given by the Dasaru- 


paka— ॒ : 
CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 


"t ee Gal’ d 3 


औ हे E bet 2० M 
aE OPO QS ANY ७५% ee eee ee 


ted 


Se i.e . v 
^ri ndo "cesi y pde 
"34 {Yo oN केळ "tfc त 


pes > 2 ` ol te vy 20 at " 
E Pe ei TIN » 
— "ruo M ° जा he 
i a ~ हि 
७ » 
क iva 
* 


94 
वृत्तवर्तिष्यमाणानां कथांशानां निदशक: | 
पार्थस्तु विष्कम्मो, मध्यपात्रपरयो नितः। 
एकानेकक्कतः शद्धः, संकीणो नीचमध्यमैः ॥ 

Inthe Ratnavali, we have a Suddha Vishkambhaka- 
at the beginning of the First Aot and it will be found 
that it fulfils all these essential characteristics. There 
is only one AVANT: namely Yaugandharayana, figuring 

- init and it is exclusively in Sanskrit. ‘In it, Yaugandha- ^ 
E rayana gives 8 brief survey of the past history of the 
- heroine Ratnavali, the fagta and his efforts to geb 
E her hand for his master, the tragic ship-wreck and her 


- — accidental survival, the equally accidental recognition. 


x . , i | 
- 


ड e . 

| py a merchant of Kausambi, her coming into Yaugan- 

=  dharayana’s custody and his entrusting her with WT 
| - ५16 queen. Besides this past history of Ratnavali, = 


= mention is also made of the survival of this chamber- 
dain, Babhravya and the Ceylonese mipi Vasubbuti 
meeting Rumanvan, the commander-in-chief, who: 
- o0 .WBB then leading & military campaign against the king- 


=- ` also throws a few interesting suggestions about future 
events. But artistic care has been taken to make: 
these suggestions about the future deliberately hazy,. 
to keep the audience in suspense about what is to’ 
 follow,as otherwise, & clear view of the events to 
3 ... eome will mar completely the interest of thé audience: ^ 
ia the play. The real nature of the सिद्धादेश is made 
; y and the mention of the रलमारा and the 
fy ला घडा delante, pie ris HERES IA 


on USA 
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give equally misty suggestions about the ultimate 


recognition of her identity. The संगौरवनिक्षेप of Rat- 


- navali with the queen conjures up a vision of the king's 
ss: Jove for her and a reference to the ultimate glory and: 
^ supremacy of the king is also explicitly mentioned. 


Thus the seed (बी) of the entire action of the play is 


sown and the audience will be watching with expecta- 
tion, how the plot of the play develops from this, how 
the hero and the heroine love each other, how the 
indentity of the heroine is recognised, and how the 


सिद्धादेश leads to the sequ of the king. 

. From the foregoing analysis, it will be. clear that: 
the purpose of this Vishkambhaka is brevity (quiz) 
end it touches upon the course of events in the story 
(कथांचा), some of which are past (वृत्त) and some others. 
are yet to be (वर्तिष्यमाण). | 


(2) Pravesaka (प्रवेशकः) 


(Reproduce the first two introductory paragraphs: 
from the preceding discussion of Vishkambhaka and: 
‘then continue.) | 


v 
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A Pravesaka may therefore be described as a- 
device adopted by dramatissts to inform the audience 
of incidents, that have happened or that are to happen 
or both, when such incidents are unfit to be represented: 
on the stage. The business of a Pravesaka is managed: 
only by characters of inferior status (नीचपाच) and . 
consequently only Prakri is employed throughout.. 
There is however one restriction about the Pravesaka,. 
that it can be employed only between two Acts, or in 
other words, that it should not be introduced in the- 
CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 
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= 


a T 
beginning of the First Act. These characteristics of a 
- Pravesaka will be clear from a perusal of the following . 
; definition. i 
: बृततवर्तिष्यमाणानां कथांशानां निदर्शक: | 
M र 


प्रवेशकस्तु «RISE नीचपात्रप्रयोजितः ॥ 


E According to the definition given by Dasarupaka, 
EO 8 Pravesaka narrates only " some unimportant events” 


` (शेषाथेश्य उपस्ूचकः) end this is another distinctive 
feature of & Pravesaka. 


We have three Pravesakas in the Ratnavali before ' 
the second, third and fourth Acts. Taking the Pravesaka 
of the Second Act for instance, it will be found that it 
conforms to the technical requirements of the above 
definition. Susangata and Nipunika are the only two 

- characters that figure-in this short interlude and are 


both न्नीचपात्र-8 talking only Prakrt. 


This Pravesaka refers io some past events and 
throws some light on the future events as well. 
It refers to the favourite oreepers of the king and the 
queen and the pleasant rivalry between them in each 
trying to make his or her own oreeper outshine the 

_ other's. The king had received special instruction from 
mood धार्मिक named खण्डदास and had applied & mysterious 
` दोहद to his Navamalika creeper to make it blossom out 
of season. The audience are also told about Sagarika 
entering the छदली ग्रह with the materials for painting: । 


~ This reference to’ past events also opens out a 
misty wee oe the future events. That Sagarika. will 
CA. he ürawingitbe portraihos bhe: kiog-ia gloar enoue and 


a - 
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the prospect~of the king visiting the garden is sugges- 
ted by the episode of the Navamalika creeper and thus 
there are hazy suggestions of the king coming across 
tbe picture-board with his own portrait drawn by an 
unknown hand—presumably a fair hand! Further the 
profound interest evinced by the queen in observing the 
progress of the king’s efforts for forcing an untimely 
bloom on his creeper, indicates sure possibilities of her 


visiting the ‘place to see for herself the effects . 


of the mysterious दोइद्‌ aud consequently there are 
vague suggestions about the complications that her 
unexpected visit is to create in the king's love affairs. 

From :he foregoing analysis, it will be clear, that 
tbis NANE satisfies the requirements of the definition 
set out before. It touches upon the course of events 
in the story (maia) some of which are connected with 
the past (qa) and others connected with the future 
(afacan). 16 is wholly conducted by नीचपाञ-s and is 
placed between the First and the Second Acts. 

The significance of the Pravesakas of the third and 
the fourth Acts should also be discussed on similar 
lines. In the Pravesaka of the Third Act, the audience 
are told about a clever conspiracy jointly planned by 


. the Vidushaka and Susangata to bring about a secret 


meeting of the hero and the heroine and how Kanchana- 
mala discovered it. The discovery by Kanchanamala 
throws open a vista of the future complications 
that are to follow and suggests faintly the exceedingly 
-dramatio meeting of the king with the queen, where the 
king hopelessly betrays himself by declaring his genuine 
प्रेमाबन्ध with Sagarika before the queen herself; instead 
of the disguised queen ! 
Likewise in the Pravesaka of the Fourth Act, the 
audience are told about the severity of the queen in 


. dealing with Sagarika and about the transfer of her 
LARTA. $0, She, Vidvehakan, tbroughpSusangataoutilie USA 
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' mention of the रत्नमाला gives faint glimpses of the 
“future revelation of Sagarika’s identity and hence . 


'guggesta the return of the chamberlain and Vasubhuti, 


P “The final union of the lovers is also 
the n 1 sequel to the reve | 

l P Decore rishkambhaka and the Pravesaka compared. 

. ‘From the definitions O 
given above,.it will be clear that thoy a 
ed- h urpose, namely indi 
iE renta in क which are unfit for direct presen- 


incidents in th 
tation on the stage and are, all the same, essential for 
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$ "the development of the central theme. But they differ — 
Tem from each other in’ other respects, 88 indicated ins 


(ARSE याया Status of Characters, anes 

1 ~ 4. Either all मध्यपाच-७ orj All नीचपान्न-8. 
E < प्र्यपात्र-ऽ and नोचपाज-8 | 
= mixed. | | 

-9:- Language employed: | 

"^ Rxolusively Sanskrit or | Exclusively 
|" MR Sanskrit and Prakrt| Prakrti - 
`. . mixed. | 

i. F ace where introduced. 


of all Acts except 


am RSS 
E ro í the first. . 


A, Purpose for which introduced. 
" Suggesting important past 

it and future events. 
¢ 5 XC : 


r (C , * at " - s 
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The foregoing comparison of the Vishkambha 

the Pravesaka follows the traditional definitions E the 
two. But Prof.Jagirdar, in an able and profoundly original 
discussion about the nature of the two, comes-to a con- 
clusion after a trenchant analysis of many examples of 
the two, that a Vishkambhaka alone helps the plot deve- 
lopment, whereas a Pravesaka is utilised for purposes - 
like stage-setting. This, he says, explains the distinc- 
tion about thestatus of characters between the two 
for “ the incidents about the hero and the heroine could 
be described only by characters of a fairly high status” 
and adds that eince the Pravesaka is merely a kind 
of scene-shift, characters of a lower status are utilised. 
He further observes that the Vishkambhakas, besides 
referring to incidents that could not be staged: were 
also used to refer to “ situations newly introduced by 
the dramatist" or to the "earlier situations themselves 
newly arranged or newly interpreted." 


After a searching comparative study of the 
Vishkambhakas and Pravesakas of earlier plays like those 
of Bhasa and Kalidasa, he concludes that the two served 
different purposes, but with the gradual efflux of time 
this main distinction vanishedand later dramatists, 
with the solitary exception of  Bhavabhuti, flouted 
this fundamental distinction between the two. In 
respect of the earlier plays and those of Bhavabhuti, he 
observes, that “the distinct nature of the Vishkam- 
bhaka and the Pravesaka has been strictly maintained— 
the Vishkambhaka connected artistically with the 
central theme and the Pravesaka connected praotically: 
with stage convenience.” _ 


It is however found that this distinction recognised: 
by Prof. Jagirdar is not observed by later dramatists, 


A We have found that all the three Pravesakas in the 


ab Be ali are c gane oted with the: develop ment. of. ther, SA 


LI 
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plot and are nob merely gtage-shifts. In explanation 
of this, the learned Professor observes, ‘ With the 
plays of Bhavabhuti, ‘all other post- 
Kaliuasa plays show 8 confusion between the genuine 
Vishkembhuka and the Pravesaka. The plays of 
Sri Harsha are an illustration to. the point." 


E | _ 3. Nend. | 
E Vide separate topic on the definition of the 
E “Nand. A 


- exception of the 


.4. Bharatavakya- 


| Bharatavakya is the concluding verse or verses of 
- a drama, expressing the pious hopes of the dramatist 
‘for the welfare of the world at large. where some times 
‘specific mention is also made of particular classes of 


© times of the dramatist himself. This is the last अङ्ग 
in the निदहणसन्धि and also the last a in the play 
** andis called प्रशस्ति) , which has been defined by works 
ह... on dramaturgy a8 शुभशसनस्‌. ` | 
4" ण According to an unwritten dramatic convention, it 
is recited by the hero of the play, in the capacity of an 


२११ h i 
“भरतवाक्यम्‌. ACIES... ARES i 
Fi MBAR on New gtr DEP lana tion, for this 


men or creatures like brahmins and cows and some- * 
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name  Bharatavakya has also been suggested. 
“Bharatavakya is so called; because it is in honour of 
Bharata, the founder of the dramatio science." 


In the Bharatavakya in the Ratnavali, the drama- 
tist prays that Indra might release timely showers and . 
cause plentiful crops, that the Brahmins might please 
the gods with sacrifices, that there might. be everlasting 
association between good men for the perennial nappi- 
ness of the world and lastly that the evil words of tho 
wicked might be wiped out of existence. 


5. Authorship of the Flay. 


Lack of authentic historical material about Sans- 
krit works and their authors has made the history of 
_ Sanskrit literature a confounding maze of fantastic 
surmises of multitudinous scholars. There are very few 
conclusions in the history of Sanskrit literature, that 
are not thwarted by doubt or dispute. When one con- 
templates over this, one is led to think that the so- 
called history of Sanskrit literature, hardly deserves the 
title of “history” and almost dwindles into the status 
of a rigmarole | 


Sri Harsha and his plays have not been: exceptions . 
to this rule and have shared the same fate. This 
subject has been the centre of a lively controversy, in 
which many a scholar, western and eastern, has taken 
part and added to the existing mass of confusion. As 
in the case of most controversies, the present contro- 
versy around the question of the authorship of the 
plays attributed to Sri Harsha, has also helped only to 
bury the truth deeper! . This issue of authorship has, 
in the words Of Mr. Kale “provided the speculative critic 
with a most convenient dumping ground for ail kinds 
of fanciful theories." E | 
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It will be im possible, within the short compass of . 


a brief essay, to do even minimum justice to all these.. 


theories. We shall, therefore, content ourselves with a 
brief general survey of them all, without going into the 
intricate details of each. There have been as many as 
six different theories about the authorship of the 


- Ratnavali, and the play has been claimed by different 


persons over the centuries, ranging from Bhasa of the 
6th cent. B.C. to a king Harsha of Kashmir of the 12th 


-——  — went. 5-0. 


. MAIN.BASIS OF THE CONTROVERSY. 

(A) Internal evidence. 

There are two main evidences around which the 
whole controversy turns. The first is the internal evi- 
dence furnished by the प्रस्तावना of allthe plays. The 
Ratnavali andits sister plays contain an unequivocal 


- gtatement in the prelude, which says that the plays . 
- were written by a king named Sri Harsha. It is possi- 
^ ble to conclude from the manner of this reference, that 


he was a suzerain monarch with the status of an 


emperor, for he is spoken of as giving shelter to a host 


of kings under him: (पादपद्योपजीविना राजसमूडेन). The 


statement is quite. straight and simple and it might 


Ae appear rather strange that the controversy should 


- 


, 1 swing round such a clear statement. But unfortunately 
the statement is incomplete, for, it gives merely the 
* name of the king and is silent about when and where 
he ruled. Consequently, it has given free scope for 
- conjectures to run riot, in deciding who this Sri Harsha 
— 7 ig. Critics have discovered four different kings, bearing 


the name Harsha. > 


. — . (B) External evidence. 


. The second evidence.of authorship, which has 


farther venire tadi thia, esed. prablem risnagiogaeual 
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reference to Sri Harsha in the काव्यप्रकाश. The author ; A 


of this treatise on poetry, while enumerating the differ-- 
ent fruits of poetry, mentions wealth as. one of them.. 


and by way of illustration observes—* siei: 
याणादीनामिच aag”. The sentence means that poets 


like Bana earned money from kings like Sri Harsha, . 
with the help of their poetic talents. In the place of.. 


* चाणादीनाम्‌ there is a variant reading .“aTantalata .. 


in some texts. ‘This observation, with its variant read- . 
ing and the different statements made by commentators 

in explanation of this passage, have provided an 
interesting and convenient ground, for different critics : 
to compete in the race of conjectures ! = 


THE DIFFERENT THEORIES. 


1. Dhavaka, patronised by King Harsha, of 
Kashmir—12th cent. A.D. 


Prof. Wilson, one of the earliest writers on the 
Sanskrit drama, ascribed the Ratnavali to king Harsha 
of Kashmir, who ruled in the 12th cent. A. D. The. 


राजतरङ्गिणी, the authoritative history of Kashmir, 
by Kalhana. refers to this Harsha, who was.the son Of", 
eset and grandson of अनन्त. This genealogy and date 

are confirmed by Somadeva, the author of कथा सरित्सागर:. 


^ 


who wrote his work to please queen सुर्थमती, wife of: ES 


Ananta and mother of Kalasa. _ Having thus deter- 
mined the identity and date of Sri Harsha, Prof. Wilson 


relies on the statement of the Kavyaprakasa and 


concludes that the play must have been composed by. 
gome poet called Dhavaka, whom Harsha patronised-: 


He derives confirmation for this king’s patronage of 
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els from the Rajatarangivi, which, he says, “dwells 


33 
at much length, and with some acrimony, on Harsha's . 


E ir of poets, players. and dancers, and the 
d हि E tanny with different dialeots and elegant 


E - Jiterature ". | | 
" The extreme hollowness of this theory will be 
2] apparent from the fact, that writers on poetry and | 

दि drama who lived centuries earlier have quoted verses E 


Gan the Ratnavali and its.sister plays. आनन्द्वघेन of | 
_ ‘she 9th cent, धनञ्जयं who lived towards the end of the 

- 30th cent, अमिनवगुप्त who flourished in the beginning of 
a ‘the 11th cent are only a few of the numerous writers, _ 
" who quote extensively from the Ratnavali and other 
— plays. The absurdity of this theory is now so patent, 

- hat it has become obsolete and is seldom referred to 

= except as a curio | 


9. King Harshavardhana of Kanauj—7th cent. 
A. D. | 
— The most popular theory and the one that has 
“won numerous supporters is that, which attributes the 
atnavali to king Harshavardhana of the 7th cent. the 
m patron of the famous poet बाण, who ruled at Kanauj 

_ from 606 to 647 A.D. Many oritics, eastern and wes- 

tern, like Prof. Konow, Sylvan Levi, Winternitz, . ~ 
— Jackson, S. K. De, Kale and Krishnamacharya—to 
mention only a few, subscribe whole heartedly to this 
m The arguments in support of this view may be | 

_ summarised as follows :— : 

=~ (i) Prof. William Jackson, has collected much 
resting data to prove that there have been numer- 
ous instances in India of kings, who were also poets, 
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-— “Indie” in the words of the Professor, “can claim a 
place on the honor roll of monarchs who wielded the .. 
pen as well as the sceptre and the sword.” Having 
substantiated this genera] conclusion, he proceeds at 
: great length, to prove that Harshavardhana was an - 
acknowledged poet of accredited worth, which waa. 
admitted even by the poet Bana, his illustrious contem-~ 
porary. A verse in the prelude to Harshacbarita has 
been interpreted as referring to the superior excellence — 
of his patron-king’s poetry, which, so transcended his 
(Bana’s) own, that his enthusiasm for writing was 
blunted.! There is a more unambiguous reference testi- - 
fying to his marvellous talents as a poet? Numerous . 
"authors, who followed in the wake of Harsha have . 
referred to him as a royal author. Soddhala of the lith. 
cent. ranks him in this respect with Vikramaditya and 


=~  Bhoja, all of whom he calls क॒वीनद्र-8. 


(ii) But all this may, at best, prove that Sri- 
Harsha was a worthy poet, but say nothing direct 
about his authorship of the three dramas and what 18, 
still worse, do not refer to him as a dramatist even. 
There is, however, another evidence, which is more 
i direct. Damodargupta of the 9th cent. actually quotes: 
^4. from the Ratnavali and refers to its author as & king. 


This evidence is also unsatisfactory, since it does not. 


4 


—— refer to the king by name. © / 
| -a 2 
= 1. आब्यराजहतोत्साहै: हृदयस्थे: स्टतरपि ! E 
ae ` जिह्वान्तः कृष्यमाणेव न कवित्वे अवतते We 


9. अपि चास्य कवित्वस्य वाच:-न vati विषय: । ... 
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| There are two other evidences, which are doubtless 


‘more satisfactory :— 


(iii) Madhusudana, of the 17th century refers to 
king Sri Harsha, the patron of the poets बाण and मयूर . 


as the.author of the नाटिका named Ratnavali’. i 


(iv) The Chinese traveller I-tsing furnishes, like- 


‘wise, clear evidence of Harshavardhana's authorship of . 


the plays. He refers to Harsha as having versified the 
gtory of Jimutevahana and adds that this version was 
get to musio and performed by & band accompanied by 


danoiug and acting. This is considered by many to be 
-.-8 reference to the drama नागानन्द of Sri Harsha, which 


dramatises the story of Jimutavahana. If this is true, 
Sri. Harsha’s authorship of the Ratnavali, may be 
taken as finally proved, for, there are indisputable 
internal evidences to prove that all the three plays are 


- from the same hand. Further, great credence can be 


placed on this statement, as it comes from one, who 
travelled in India, soon after the death of Harshavar- 


«dhana, 


The evidence of Madhusudana is, no doubt, quite 


' conclusive and.normally ought to set all controversy at 
rest, But it comes from an author, who lived ten 


centuries after Sri Harsha and hence loses its force, 
for the issue of authorship was then no longer clear and 
had become controversial. We have, for instance, an 
-equally clear statement to the contrary, from Nagoji, 
the commentator on Kavyaprakasa,- who says, in so 
many words, that the poet Dhavaka wrote the Ratna- 
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vali and passed it off in the name of Sri Harsha, in- ! 


return for peouniary benefits’. 


The evidence of I-teing is, as Prof. Ray observes, 
* the best proof hitherto given"; “but marred by the 
fact, that I-tsing does not name the poem and leaves 
room for doubt”. “The supposition is allowable," 
continues the learned Professor, * that Harshavardhana 
set a certain Jataka story to musio'and some other 


_ person, also called Sri Harsha, subsequently composed 


the drama Naganandam basing it upon Harshavard- 
hana’s work, or earlier upon the same Jataka story”. 


It is thus clear, that the attribution to Harsha- _ 


‘ vardhana, though “justifiable *_ag Prof. Jackson 


carefully concludes, is all the same, not indisputable. 
‘It gives room for other conclusions, which are equally 
“ justifiable” ! 

3. Dhavaka-Bhasa paironised by king Harsha 
Vikrama of Ujjain— Ist or 5lh cent. A.D. 


Prof. Ray in a ‘learned discussion" on the subject 
comes to some startlingly original conclusions: He 
bases his conclusions on the internal evidence furnished 
by one of the Nandislokas of the Ratnavali. 


जितमुडुपतिना नमः सुरेभ्यः द्रिजवृषमाः निरुपद्रवाः भवन्तु । 
मवतु च प्रथिवी समृद्धसस्या प्रतपतु Vendi नरेन्द्रचन्द्रः ॥ 


The verse is no doubt rather enigmatic, but aocor- 
ding to Prof. Ray's interpretation— which appears to 
be the only plausible interpretation—this verse suggests 


that Sri, Harsha was a king of tio ET n Sri. Harsha was a king of the चन्द्रवंश and hence & 
1. maa: कविः, स fü श्रीहषेनाम्ना रत्नावली कृत्वा बहुधनं 
-लब्धवान इति प्रसिंदम्‌। ` 
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kshatriya, that he came back to Hinduism after a 
temporary slip into Buddhism and that the drama was 
composed soon after he came back from Buddhism. 
These conclusions about the author of the Ratnavali, 
militate against the attribution to Harshavardhana; 
for, the latter is admitted on all hands to be a vaisya 
and further remained a staunch Buddhist til) death.” 
Hence Prof. Ray concludes that Sri Harsha, mentioned 
as the author of the Rainavali is different from 


Harshavardhana. 


Ai, He then pursues the dim vistas of Indian History 
- to fix the place of this king Sri Harsha, On the basis 
ee of a statement in. the राजतरज्लिणों, ४७ authoritative 
- — history of Kashmir, he identifies him with another king 
Harsha, who was styled Vikramaditya, who ruled in 
~ the 1st cent. A. D.—or in the 5th cent. A. D. according : 
- toa different reckoning! 
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— 7 „_ Having thus settled the problem of the identity of 
-. Bri Harsha, he concludes further on, that a court-poet 
—. Of his, called Dhavaka should have been the author of 

-~ the plays. For this conolusion, he relies on a quotation 
- from Rajasekhara,! who says that a washerman named 


E 


हू 
A 


* 


os 


P" P 
" ? 


` |. कारणन्तु कवित्वस्य न सम्पन्नकुलीनता । : 


S `. धावकोडपि हि यतु भासः कवीनामं ग्रिमोऽभवत्‌.॥ ` 

आदौ भासेन रचिता नाटिका प्रियदर्शिका । 

 _ AOAR rer कस्य न प्रियदर्शना ॥ 

¬ ` तस्य रत्नावली नूनं रत्नमालेव राजते । 

Ee दुशरूपकका भिन्‍या: वक्षस्यत्यन्तशोभना | 

Cs __नागानन्द॑ समालोक्य यस्य श्रीहर्षविकम: |... 
E अमन्दानन्दभरित: स्वसभ्यमक्रोत्‌ कविम्‌ ॥ 
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Bhasa was the real author of the Ratnavali and its 
sister-plays, and that king Sri Harsha Vikrama honour- 
ed him with a place in his royal court. He derives 
further confirmation for this conclusion from two other 


sources. He says that the verse जितमुडपतिना-... could 


not have been composed by the king himself, for “none 
can write of himself in this strain." ' The conclusion is 
hence inevitable, that it must have been written by one 
of his court-poets, which confirms the attribution to 
Dhavaka. Further, Prof. Ray argues that in the 
characterisation of Udayana and Vasavadatta, the 
author had betrayed his “ignoble birth” and let his 
real identity out. He says that the author had really 
modelled his Ratnavali on the Swapnavasavadattam of | 
Bhasa, but had “ debased ” the characters, that were 
* already so nobly drawn" by Bhasa. By a close com- 
parison of the charaoters in the two plays, he concludes 
that ‘ with resplendent models before him” the writer 
had drawn ‘‘a dark picture of the hero" and had 
“thrown dirt" on the picture of the heroine too. “ Not 
only the king and the queen," he observes, “but all 
suffer, that come within the sweeps of the destructive 
arms of this writer." This flaw in characterisation, he 
gays, indicated an inferior hand, for ‘‘no royal hand 
would soil itself by such an attempt." 

Hence, according to Prof. Ray, a washerman by 
name Bhasa, in the court of king Sri Harsha Vikrama : 
of Kashmir, of 1st or 5th cent. is the author of Ratna- 
vali. 


|~ 4. Bana, in the court of Harsha Vardhana—7th 
PE cent. 4. D. 


Dr. Hall found confirmation f or the statements in 
the Kavyaprakasa and its commentaries about Bana 
getting money from Sri Harsha, in the fact that the 


4 
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gloka द्वोपात्‌ अन्यस्माद्पि....० the Ratnavali occurred also: 


in the Harshacharita. This, the Prof. affirmed, indicated 
common authorship and concluded that Bana was the 
real author of the Ratnavali He was supported in 
this view by: later scholars like Cowell, Buhler and 
Weber. Bubler further rejected the Dhavake tradition 


saying that the confusion was caused by the faot, that . 
‘the word ‘ Bana’ looked like ‘ Dhavaka’ in the Sarada. 


script, which was in vogue in Kashmir. 


But Profs. Brahme and Paranjape have proved 
that this attribution to Bana is quite unsound, as the 
mere statement that Bana received money from Sri 
Harsha cannot prove anything, for it may simply 
mean that Sri Harsha honoured him with great wealth 
in recognition of his poetic talents. The stanza cited 
by Dr. Hall is not found in the Harshacharita at all. 
On the other hand, thereis another verse expressing ७. 


- similar idea and Dr. Hall had presumably been misled 


- "cent A. D. 


"$ + m »h 4-5 SET 
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‘by this verse. Even if it were to be found, it “was 


- probably copied by Bana as a compliment to Harsha.” 
` From the autobiographical details furnished by Bana 
.in the Harshacharita, it is clear that Bana was in 


affluent circumstances and had no need to sell his 


` "books for a pecuniary return. The unsoundness of the: 
attribution is strongly supported by the disparity in 


the styles between dramas and the other acknowledged 
works of Bana. Thus there is perfect justice in the 


assertion of Prof. Keith that “the ascription to Bana 
- has nothing even plausible in it.” > 


*.. 6. २ Dhavaka patronised by Harshavardhana-7th- 


` . १, द्वीपोपागतगुणमपि समुपार्जितरत्नशशिसारमपि। ` 
पोते पवन इव विधिः पुरुषमकाण्डे निपातयति ॥ 
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There are others, who attribute the Ratnavali and 
its sister plays to a poet named Dhavaka, patronised 
by Harshavardhana, merely relying on the authority 
of the statements of the commentators on the Kavya- 
prakasa, that Dhavaka wrote the Ratnavali and passed 
it off in his patron’s name. (Vide statement of Nagoji - 
Bhatta quoted above). 


Besides these statements of the commentators, 
there is no other evidence for the existence of such a: 
poet and the authority of these commentators is not 
considered very great. 


6. Dhavaka-Bhasa patronised by Sri Harshadeva, 
King of Ujjain -- 6th cent. B. C. | 


T. S. Narayana Sastri, "an ardent student of 
Sanskrit literature" propounded a very _ingenious- 
theory about the authorship of Ratnavali. Basing his 
conclusions on the quotation from Rajasekhara (cited 
above) and ou another statement in the Kavyanusasana 
of Hemachandra, he identified the pre-Kalidasian poet, 
Bhasa with the Dhavaka. mentioned in the Kavya- 
prakasa, whom he further identified with a poet called 


घटकपर. The same scholar further declares that. 


Harshadeva, the author of the plays is different from 
Harshavardhana and adds that the confusion between 
the two has landed scholars into great errors. According 
to him, this Harshadeva ruled in Ujjain in the 6th cent. 
B.C. Hence he concludes that this Dhavaka-Bhasa 
patronised by & king Sri Harshadeva of Ujjain in the 
6th cent. B.C. is the author of Ratnavali. The theory 
is startlingly original and, as Mr.'Kale says, “would dis- 
turb the chronology of many authors and make it. 
necessary to revise and rewrite the early history of 
Kavya literature." 
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Prof. Jackson dismisses it lightly as * the bizarre . 


+heory,” without adducing reasons forihis;assertion. The 

= authenticity of the quotations, on whioh the theory is 

- built, has been seriously doubted by many scholars. It 

` is impossible to go into the pros-and cons of the theory 
` ‘ here, but the following facts are worthy of considera- - 

. "tion. 
=- (i) Harshavardhana is no. where referred to as 
. "Harshadeva. Even the anthologies differentiate bet- 
- ween the two persons. : 


." Li) Besides, a certain Harsha is cited as the author 
of a commentary on the Natyasastra by later writers 
on dramaturgy. Hence M. Krishnamacharya observe 
that “it is equally likely, that Harsha, the writer on 
.dramaturgy was the author of these plays." 


It will thus be seen that the question of the author- 
ship of the Ratnavali is clouded‘ by various confusing 
‘theories. True; some of these can be dismissed as clearly 
unsound, with not a shade of truth about them. But, 
= among the others, 10.18 difficuls—well nigh impossible 
E - —to decide, for, their claims to represent the truth are 
— 1 more or less equally balanced. The consensus of opinion 
EC. is in favour of the attribution to Harshavardhana, 
which has earned. a majority.of supporters, but, in 
" matters like these, the truth can seldom be decided by a 
majority of votes!—even if it be a clear majority !! 


_ 9. Define the term नान्दी and explain how the नास्दी- 
2um-s of the Ratnavali satisfy the definition: - 


The writers on dramatur gy have it, that all the 


dr religious ceremony, before the actual commencement of 
- ccfha.plag, for She FELT CS पर Moms stan DSA 
_ ‘This is technically called the Jat% and the Natyasastra 


"^ 


actors are to join together and perform an elaborate . 
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of Bharata gives a full desoription of this. The con- 
oluding prayer of the gaze is known as नान्दी. In 
course of time, however, it appears that the नान्दी alone 


was universally performed and all the preceding rites 


were honoured only in theory. This.explains why the 
later books on dramaturgy lay special emphasis on the 


performauce of the नान्दो, even if the other parts of the 
qqd«g are neglected. 


The Nandi has been described in the Natyasastra 
as a salutation to the gods, or a praise of great teachers 
or a benedictory prayer for the welfare of cows, brah- 
mins, kings and others’. In practice, however, the 


ateat-s of Sanskrit dramas are mostly salutations t- 


different gods. The sloka thus takes the place of a 
म्ल, with which a pious Hindu starts any undertaking, . 
for its successful conclusion. Consequently, it is said 
that a नान्दी should mention such auspicious things, ia 
conch, discus, lotus, cuckoo, lily-and the like’; and 
according to another text, the नान्दी usually carries with : 
it the names of the moon, There are further rules 
about the number of qa-sina nandi, but they are 
rather technical. Further the meaning of the word qe . 


ia a matter of dispute. Hence itis not worth while 
going into its details. 


1. देवतानां नमस्कारः शुरूणामधिं च स्तुति | 
गोत्राणद्पादीनाम्‌ आशीर्वादादि गीयते॥ (Natyasastra). 

2. ` मंगल्या शङ्खचकाव्जकोककरवशंसिनी। - 

3. -चन्द्रनामाङकिता प्रायो मङ्गलार्थपदोज्ज्वला । 
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i i the etymolo- 
.v There are two different views about ९ 
I sjoal siginffoance of the word, According to one view, 


the word नान्दी is derived from the root नन्‍दू-00 rejoice, - 


and since the dramatist, the actors, the audience and 
. even the play derive delight from it, it is called «tdt. 


नन्द इति नान्दी). Even the play may be said 
NN dye sce je Nandi is responsible 

| for the successful completion of the play. The second 
= wjew is that it is derived from the word T meaning 
~ the:bull of Lord Siva, Since the back  ननंदी once served 
gg the stage for Siva’s dance, the worship offered to 


_ the stage is called aca. 


The Nandi slokas of the Ratnavali satisfy most of 


i h irements and bear witness to Sri Harsha’s 
eee ‘irapulons regard for the observance of rules of the 
॑ . dramaturgy. Of the five verses which constitute the 
* Nandi, the first four are benedictory invocations to the 
: . gods ref erring invariably to Siva and in one of the verses 
- to Vishnu also by means of pun. These verses saluting 
d "s thie gods invoke their blessings on the audience and are 
= thus salutations -and . benedictions in one and hence 
| answer brilliantly the definition (आज्षीनेमस्क्रियारूपःसछोक:)- 
The fifth verse जितसुड्पतिना.... praises the king, offers 


E obeisance to the gods and offers a benediction on the 


ms 


(` कु. नन्दन्ति काव्यानि कंवीन्द्रवर्गा: कुशीलवाः पारिषदाश्व सन्तः | 
=e ^ .. genes सजनसिन्धुहसी तस्मादियं सा कथितेह नान्दी ॥ 

-— 2. नन्दी वृषः कोऽपि महेश्वरस्य रह्नत्वमादोी किल खे जगाम्‌ | 
E तद्रइमुद्िय कृतां तु पूजां नान्दीति तां नाव्यविदो वदन्ति ॥ 
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of a Nandi, namely, नमस्कार, स्तुति and आशीर्वादः And 


further, this verse literally follows the injunction that 


the ata} must be a praise coupled with benediotions of 
gods, brahmins, kings and others’. And as if to obey 
the rule literally, the dramatist has added a prayer for 


the prosperity of the world, and provided पूथिवी to 
represent the आदि in देवदिजनुपादीनाम्‌ Though the 
auspicious objects enumerated do not find a place here, 
the names of the moon (उडुपांत and चन्द्र) are included 
thereby fulfilling the clause खन्द्रनामःङ्किता- 


There is yet another important characteristic of 
tho नाल्दी, on which special emphasis is Jaid by all the 
treatises on the drama. The arfaa, it is said, 
must suggest the plot of the drama indirectly, either 
by meatis of its words or by the ideas it embodies 
(अर्थतः शब्दतो चापि मनाक्‌ काव्यार्थलूचनम्‌). The nandi- 
slokas of the Ratnavali satisfy this requirement also, 
and different suggestions have been made by com- 


mentators about the inner meaning of these verses. . 


(For a detailed discussion of this, vide the following 
essay) 


6. Critically examine the bearing of the Nandi. 
slokas on the plot of the play 


One of the most essential characteristics of the 
नान्दी, uniformly emphasised by all the treatises on 


dramaiurgy is that it must suggest the plot of the drama. 


— —À 


1. आशीर्वचनसंयुक्ता स्तुतियेस्मात्‌ प्रयुज्येते । 
` - . देवद्विजद्पांदीनां तस्मात्‌ नान्दीति संज्ञिता ॥ 


2» 
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"ea 


This characteristic of the Nandi is recognised. even by - 
Bharata, the author of the aganta and father of 
Sanskrit dramaturgy.. This can be done by means of. 
tho words themselves, cleverly employed; 07 by the 
ideas expressed by the N andi-slokas, Thus Vidyanatha 
७ later writer on the drama observes— अथतः शाब्द्तो वापि 
Ham काव्याथस्‌चनमस्‌. Though ostensibly devoted to a 
praise of gods, the ideas may be 50 expressed as to 
` throw oblique suggestions about certain general trends 
of the story to be enacted. In some of the plays of 

Bhasa, the Nandi-slok& cleverly suggests the names of 
the chief characters. These may be cited as instances 
of aa: काव्याथेसूचनस्‌, Most of the later plays; 
however, indicate the plot only by their अर्थ, and the 


Ratnavali comes under this latter category- 2 


Ag is naturally to be expected, commentators 
differ widely about the exact import of such slokas. - 
Indian commentators—particularly Sanskrit commen- 

- ta&ors !—are adepts in the art of interpretation; and 
-. the structure of the Sanskrit language is so unique 
¢hat, in the hands of a clever interpreter, even & hapha- 

_ zard jumble of sounds would get an inspiring meaning ! 
On account of these factors, there is sometimes wide 
difference of opinion about the bearing of the Nandi- 


- slokas on the plots of the respeotive plays. The NE = 
= commentators harness all their talents with great 
‘gusto in unravelling the veiled significance of the . 

-  'Nandi-slokas and come to very interesting -and widely Y 


: - differing conclusions! The observation of Prof. 
4 "Karmarkar on this point are as interesting, 88 they are . 


rue. He writes,— The Nandis of certain plays are 


: iiüubtely suggestive o£, She, Pla but, dt jsclear that... 


F "E 


wa 


117 


the dramatist, in some cases. at least, may be wholly’ 
innocent of the deeper meaning, that is screwed out 
from the Nandi, in order to makeit Kavyarthasuchaka. — 
and for which, one is indebted solely to the fantastic 
ingenuity of the commentators." The Nandi-slokas of - 
the Ratnavali are typical instances in*point. 


Different commentators have displayed their 
talents in interpretation, in explaining the bearing of 
the Nandi-slokas on the plot of the play. According to 
some, the slokas refer, in order, to the subject-matter 
of ths four Acts. The first sloka describing Parvati 
dropping the flowers mid-way, while worshipping Siva, 
suggests the similar events in Act I, namely Sagarika 


worshipping the supposed Maamaoiha with a gaas 


thrown from a distanco. The flowers aimed at the 
king, must have been scattered in the “middle without 
reaching the king and this corresponds to Parvati. 
dropping the flowers through inadvertence. | 


The second stanza describing the नचसंगम of Parvati 
with Paramesvara suggests Sagarika's first meeting with 
Udayana, when she was withdrawing at each stage with 
her natural shyness (agyat व्यावर्तमाना हिया), and was 
coerced to stand face to face with the king by the clever. 
words of her friend Susangata (ततस्तैः चन्चुवधूजनतस्थ 
घचनेः नीएतमिझ्ुझ्यं पुनः). The feeling of nervousness which 


Parvati betrayed on seeing her lover in front (आःत्तता- 


भचर) corresponds to a similar feeling of Sagarika,“ 
when she first saw the king, who was conducted by 
Susangata (एनं TET अतिसाध्वसेन न शक्तोमि पदात्‌ पदमपि 


Met T 1 ti 1 
co van be, ultimate embrace gf Biya eorresponds to. 
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3 the king taking hold of Sagarika's hand. Thus this 
- stanza: is connected with the events in the second 
— Aot. - ^ "e 
"e The third stanza, which degoribe with the aid ‘of 
— pun, the jealous addresses of Parvati and Lakshmi to 
Siva and Vishnu suggests the jealousy and anger of 
— Vasavadatta at discovering the king’s love for Sagarika, 
. the king's attempt to pacify her and her stern rejection 
. of his approaches. Parvati and Lakshmi ask their lords 
if it was proper (aana) for them to profess love for 
| - Ganga and Earth so openly in their very presence - 
` (म्र पुरः). This suggests Vasavadatta’s charge against - 
- ¢he- king when he had betrayed his love for Sagarika 
. in her very presence and her sarcastio observation _. 
that it was quite proper (आये Tas युक्तमेतत्‌, IEN- 
3 req Siva and Vishnu try to pacify their consorts 


कका. 
re 


xau 


र by holding (ग्रह) or olasping (SHE) them, but they 
_ sternly reject their approaches and ask them to seek d 
d their loves. The king, likewise attempts to appease the 3 
- queen by पाद्ग्रह; when the queen rejects his overtures | 
saying that there was no use in serving her. | (किमद्यापि | 
E सहजाभि जातायाः सेवया दुःखमचुभूयते); thereby suggesting 3 

- that the king had better seek the company of Sagarika, 3 


- which is प्रेमाबन्यविवधिताधिकरसा- 


D An alternative suggestion has also been made in. a 


- interpreting this verse to suggest the plot of the third. — — 
— Act. Parvati and Lakshmi are taken to correspond to | 
— Yasavadatta and Sagarika and the verse.suggests both 
— of them discarding the king’s overtures. Sagarika too, 


-. dnothe!Acb; observescthatithe-queen was-dearerrotmidhiaisa 
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than life (जीविताद्धिकवलळभा) and suggests that the king 
had better seek her company (तामेचानुनय).. She also 
requests the king to leave her mugag and allow her 
to die at her pleasure (मुञ्चतु भर्ता....) 


| The fourth stanza which describes Siva working 
havoc (zem) in the sacrifice of Daksha can be taken 


to suggest in a general way the fire in the harem and 
the confusion it caused. If however a more direct con- 
nection between the verse and the incidents in the fourth 
Act is sought, the reference to Siva quenching the 
sacrificial fire with his furious looks, may suggest the 
quenching of the blazing fire in the harem by the 
Aindrajalika, soon after the king’s daring dive into it. 
The priests falling in confusion, perhaps refers to Vasu- 
bhuti, Babhravya and Vasantaka falling into the fire. 
The praise of Daksha, can suggest the king's inward 
satisfaction that the fire had given him an opportunity 
to rescue Sagarika and proved a blessing in disguise, and 
the wail of Daksha’s wife may indicate Sagarika's 
misery, when surrounded by fire. Or these two refer- 
ences may suggest the king welcoming the fire and in- 
wardly praising it for giving him an opportunity for 
proving his love and the queen's great distress 96 
the plight of Sagarika. The gods running helter« 
skelter may suggest the women in the harem running 


in confusion (छोषातयोषिज्ञन). 


Thus-these four verses suggest, some of the inoi- 
dents of the plot, through the idess contained in them 
(अर्थतः ). The last verse may be taken as bearing ‘on 
the story, explicitly by word (शब्दतः). The verse has 


cc-oheensexpleinsd.ae sRegesking, the greatness. of Udayana: 
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the king of the lunar race (चन्द्रचपुः नरेन्द्रचन्दर:) With the 
prospect of his becoming a mighty emperor. This 
explanation is offered by श्वेतारण्य नारायण in. his com. 
mentary, wherein he observes TRAZIA सावेभोमी- 


भविष्यतः वत्सराजस्य प्रतापः शब्दत एच सूचितः”. Prof. Ray 
- whiledisapproving the method of interpreting eau 


verse as euggesting the plot of each act, observes that 


this verse may take the place of भरतचाक्य- 


- The foregoing interpretation takes the Nandi-slokg ` 
as suggesting the story of the four Acts in order, Bug | : 


Prof. Ray argues that if this principle is accepted, the 
- number of verses should be four corresponding to the 


number-of Acts. By a careful comparison of different. 


. manuscripts, he decides that the Nandi-slokas are five 
in number and hence concludes that “the theory that. 


-they correspond to ihe number of acts in the drama 


collapses.” 


| ., Other interpretations. 
2 „1. First sloka suggesting entire plot. 
. Other interpretations, suggested by critics may 
_ DoW be considered. According to the commentator 
_ Sveteranya Narayana, the first verse suggests the 
* entire story. Parvati bending under the weight of her 
E स्तनभर suggests Ratnavali falling into the sea without’ 
. Teaching Udayana, Parvati f alling in the view of Siva's 


- from the moment h 
` £०8९ by her पुळक 
3 - Teaotions of Sagariks 


- zika in prison, before ahe 0१89४४0०७७ putting Saga- 


. amorous eyes, suggests the king's love for Sagarika - 
© saw her, Parvati's reactions mani- ` 
। Aq and JATT suggest the similar ` 


+ ‘ख. in the middle mex the dropping of the SZAT- . 
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2. Fourth sloka suggesting third and fourth Acts. . 


According to Mr. Kale, the third sloka is an intent 
polation. He therefore takes the fourth sloka describing. 
Siva's मखमथन as hinting at the incidents of the third 
and the fourth Acts. Siva’s क्रोध suggests the anger of 


. Vasavadatta and Daksha’s humble praise. suggests the: 
king's appeasement, the wail.of Daksha's wife suggests 
the grief of Sagarika and her pathetio addresses to her 
parents in a distant land at the time of her attempted 
suicide. The confused fall of the frightened priests, - 
and the quenching of the fire suggest the chief incident 
of the fourth Act, namely the tumult of the frightened 
women in the harem, when the fire broke out and the:. 
disappearance of the illusory fire. Mr. Kale adds that 
if the fifth verse is included in the Nandi, it may he 

. taken as suggesting the king’s victory over Kosala and 
his gaining the hand of Sagarika. 


3. First and fourth sloka suggesting entire story. 


‘There is another view, according to which the 


second and third verses are interpolations. In this view, - 


the first and the fourth verses alone suggest the entire 
story, the first verse hinting at the story of Sagarika’s. 
love and the fourth, suggesting the reactions of Vasa- | 
vadatta. Parvati standing on her पादा suggests . 
Sagarika’s eagerness to see the worship of Manmatha; 
— Parvati stooping down suggests Sagarika's disappoint-" 
ment on being sent away by the queen; Siva's amorous. 
looks suggest the king's love for Sagarika on seeing her; 
and Parvati s dropping of the flowers intended to reach 
the head suggests Sagarika's desire to meet the king 
being obstructed in the middle. Likewise, the anger of 


(शिका. inyabhe sfonnth verse .quenching,&hp sd hren.. fre. 


= gaining the hand of Sagarika. 
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suggests the three interruptions by the queen of the 
; esting between the king and Sagarika, the fall of the 
frightened priests suggests the disappointment of the 


"Vidushaka and Susangata and their captivity, Daksha’s 


praise suggests the king falling at the queen's feet, 
the flight of the gods suggests the women in the harem 
running helter-skelter, and the loud laugh of Siva 


| suggests the king’s immense satisfaction on finding the 


illusory nature of the fire and his bursting joy on 


Examine the dramatic importance of the following 
n the development of the plot of the play:— 
(i) The episode of the “‘creeper-contest”’: ` 
(ii) The monkey-incident, 
(iii) The सारिका-९०15०१८. - 
(iv) The Rrstmem-episode. | 
(v) | The पेन्द्रजाछिक-९pis०de.. 
(vi). The रत्तमाला-९७४०१८. 


General. introducion. 


The Ratnavali of Sri Harsha, whatever be | its 


_ Other flaws, has this great merit about it, that in the 
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_ development of the plot, it reveals the hand of a master 


"Interesting incidents and situations and hénce capable 
x the audience in rapt attention and dramatic 


sion, dt is true that much of the dramatic sus- 
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remarks, “although the Spectator is let into the secret 
of the plot from the beginning, the interest is very 
successfully maintained." : 


Sri Harsha's skill in the création of highly inte. 
resting incidents and situations and in the artistic hand- 
ling of these incidents, is so manifest in the Ratnavali, 
that the play has deservedly earned unstinted praise 
from all crities, In the words of Dr. Keith,—who is 
usually not very liberal in giving praises!—Sri Harsha 
“has effectively devised the plot in both (the natikas); 
the action moves smoothly and in either play there is 
ingenuity.” Prof. Wilson's tribute is even more elo- 
quent. “The story”, he Says, “is romantic, the incidents - 
are well contrived, the Situations are eminently 
dramatic.” Prof. S. K. De beautifully rounds up the 
merits of the Ratnavali and observes, “The situations 
are prepared with practised skill; they are admirably 
conducted, furnished with living characters and affect- 
ing incidents; it is no wonder that tho Sanskrit drama- 
turgists quote the Rainavali, which is undoubtedly 
Harsha's masterpiece,as the standard of a well-knit 
play.” 


Thus, the different episodes and incidents intro- 
duced in the play have their own special significance in 
the context of the drama and their dramatic impor- 
tance may well be estimated by examining the purpose 
served by each in facilitating the smooth development of 
the plot, in effective characterisation and in the proper . 


delineation of Ta. 


7. .The dramatic importance of the episode of: the 
EA "creeper-contest" | 


The introduction of this contest between the king 


and the queen about their adop ative creepers. is 
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the garden some time later, it is responsible for all the | 
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by the dramatist to produce three concrete results. 
(1). 1t brings, the king to the garden to witness the 


effect of the दोद्दद्‌ on‘his Navamalika creeper. (2) It 


also serves to bring the queen to the garden, at about 
the same time, since she is equally inquisitive to know 
how the rival creeper fared. (3) It is also responsible 
for the Vidushaka dropping the picture-board, in his. 
over-enthusiam to proclaim the victory of the king. 


All these three consequences have a vital bearing 
on the development of the plot. By bringing the king 
to the garden, it prepares the way for the king to see 
the sarika,which in turn leads to his seeing the picture- 
board. ‘Thus the incident prepares tho ground for the 
first chief event in the story; the king’s falling in love 
with Sagarika. Further, by bringing the ‘queen too to 


complications that follow. But for the episode, the arrival 
of both the king and the queen will have to rest on 
chance and the synchrony of their arrival will also have 
to be explained as merely accidental. 


_ The way in which this episode of the contest is 
utilised by the dramatist to 19980 to the queen seeing the 


. picture is even more interesting. The light rivalry bet- 


ween the king and the queen rouses great interest in. 
their companions in watching the progress of the 
events. This is already indicated to the audience in 
the first Act itself, where Kauchauamala mentions the 


_ creepers of the king and the queen with marked inte- 


rest and prides upon the queen's creeper ‘in full vernal 
bloom setting off the king’s creeper, -which: had not a 
siugle flower to its credit. The great concern, which 


the king and the queen had in the contest is also 


beautifully indicated by the fact, that the king was 
straining his every nerve to make his creeper put forth. 
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‘flowers, even out of season (अकालकुछुमभ्रद्धालुना 
wat अचुदिवलमायास्यत्ते आत्मा) and had gone to the ex- 


. tent of inviting a mantrika to achieve this result. No 
wonder, this apparently trivia] thing created a stir in 
the entire palace and the companions of both grouped 
themselves as it were, into two antagonistic parties 
watching the results of the miraculous दोइद with 
anxious suspense. By thus picturing the rivalry, the 

_ dramatist has prepared the back-ground well for the 
Vidushaka dropping the portrait in his jubilation at 
the queen confessing her defeat. Without such a back- 
ground, the Vidushaka will come off as a reckless per- 
son, unfit to be entrusted with any serious trust, and 
his dropping the board would strike the audience as 
clearly unnatural, particularly in view of the serious- 
ness of the matter. But all this is avoided by the 

‘dramatist, by presenting the rivalry between the 
parties, as already in high tension. Thus this pleasant 
episode leads to the inadvertent act of the Vidushaka, 
and it is this initial mistake of the Vidushaka, that ig 
responsible: for all the cross-currents &nd counter- 
currents jn the action of the play. 


This is the dramatic importance of the episode,. in 
as far as the development of the plot is concerned. 


It is important to the drama from the point of 
view of characterisation as well. It serves to "depict 
the romantio love'between Udayana and Vasavadatta 
in a highly delectable manner, and thus helps in the 


. portrayal of Udayana as a दृक्षिणनायक- Even when his 
love for Sagarika develops into a deep passion, his - 
affinity and regard for his queen continue unabated and 


he tries to please her at all cost and retain her love as 
'CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by 83 Foundation USA 


- 


196. 


well, This is the essential feature of a दृक्षिणनायक, that. 


be treats all his sweethearts with equal courtesy 
and affection and never once scorns his former love in 
his passion for a fresh claimant to his heart. Such ^ 


a hero is described by the texts on dramaturgy as 
—— तुल्यो5नेकत्र दक्षिणः.. Such incidents like these depicting: 
 pislovefor Vasavadatta serve to portray the hero in 
. the colours of a दृक्षिणनायक, and thus it adds to the 
dramatic importance of the episode. 

8. The dramatic importance of the monkey- 

— — jncident B | 
^ The introduction of the monkey on the stage pro- 
duces three direct results. (1) In its craving for the 
` *tgurd-rice ", (दुधिभ्क्तलस्पट ) it opens the door of the- 
-eage and releases the sarika, which consequently flies 
away. (2) Sagarika and Susengata get scared by the. 
monkey and retire to a corner of the कदलीग्रह after 


—  — dropping the picture-board, in agitation. (3) In their 
anxiety to prevent tho bird from revealing Sagarika's- 
secret love for Udayana, Sagarika and Susangata 
- goin pursuit of the bird, without even minding the . 
picture-board, as the encagement of the sarika was of 
. greater importance. . 
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“hese are the only three direct results of the — 
: introduction of the monkey-incident and superficially, 
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Sagarika’s confessions of love to Susangata, as repro- 
duced by the bird. The king, thus, gets a scent of the 
truth about the passionate love of a girl for him, 
though the identity of the girl still remains a mystery. 
This partly prepares the ground for the genesis of the 
king's love for Sagarika. - 


The departure of the hercine from the कद्लीगृदद 
after leaving the चित्रफरूक there, completes the other 


part, for it is this, that enables the hero to see the 
picture on the board when he enters the bower with 
his friend, while following the sarika. Thus, it is the 
monkey-incident, that directly leads to Udayana's love 
for Sagarika, which constitutes the basis of the entire 
action of the play. 


The incident produces other results also, equally 
important from tho point of view of plot-development, 


The fans, which they had dropped in agitation, on 


hearing of the monkey running amuck, and which they 
had left away in their hurried pursuit of the bird, brings: 
- them again to the same bower after some time. The 
return of the heroine is very important from the point 
of view of the plot, for it is this, that enables her to 
listen to the open confessions of the hero to his 
friend and makes her aware of the king’s eloquent 
admiration of her beauty and ardent love for her. This 
is particularly essential for the progress of love, for it. 
sets aside Sagarika’s natural apprehensions of winning 
the king’s love, being after all, a hand-maid in the 
harem. ; ; 


The return of Sagarika and Susangata to the bower 
to take back the picture-board leads to another impor. 
tant result. . When fears about the king reciprocating, - 
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Sagarika's love are allayed by his own frank confes- 
gions to the Vidushaka, Susangata finds that the scene 


is admirably set for the lovers to meet and thanks to ^ 


. . her efforts, the first meeting of the lovers takes place 
^ in the same queue, with Susangata and Vasantaka. ' ° 
‘as joint directors of this drama of love! | s 


l The dramatic importance of the monkey-incident 
from the point of view of the plot-development, consists - 
in the fact, that it is directly responsible for the hero’s 

- Jove for the heroine and their first meeting. 


Though it is true, that the monkey-incident, is 
thus “ well-knit" with the plot, there is one chief defect 
about it, that there is a fundamental lack of natural- 
ness about a monkey frightening the entire palace and 
producing the consequences, described in the play. 
Prof. Jagirdar, therefore, criticises the introduction 
of the monkey incident with characteristic sharp- 
ness, (Vide quotation under “The Sarika-episode ”). 
The truth appears to be that Sri Harsha has drawn his: 
-inspiration for this episode from Kalidasa, but has 
‘overshot his mark in the description of its con- 
sequences: | | 


^9. The dramatic importance of the सारिका -episode- 
1 


> ‘The introduction of the Sarika in the play 
! _ produces three direct results. - (1) It takes away Saga- 
: Tika and Susangata from the banana - bower by flying 
„off from the bower, when the door of the cage is opened 
by the monkey. Its sudden flight is also responsible 
for the girls leaving the picture-board in the bower ib- 
self, in their concern for catching the bird before it could 
— „communicato, what it had heard, to others. (2) Having 
 * ‘heard the entire conversation between Susangata and 
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Sagarika, it remembers and repeats the entire conver- 
sation-from the branch of the Bakula tree, when the 
king and the Vidushaka accidentally pass by that way. 
(3) Again, by flying off from the Bakula tree, when 
harassed ‘by the Vidushaka by his horse-laugh, it takes 
the king and tho jester from- the Bakula tree to the 
banana bower while pursuing it. 


All these three results are vitally connected with 
the development of the plot. It is through the sarika’s 
words that the king comes to know of a girlin love, 
cleverly concealing her feelings from her friend and the 
friend, no less clever, finding out the truth. He also 
knows of the former draving a picture of her lover and 
the latter drawing the former's portrait by his side. 
From the fact that the identity of the lover is sought 
to be concealed by छुळमतापव्यपदेद्वा, the Vidushaks, 


concludes that the person loved is no other than the 
king. ‘The king too, feels the same, though he does not | 
outwardly express it. Thus from the reproduced words 
of the sarika, the king comes to know of the picture- 


board and also scents a girl in स्हाध्ययोबन, growing 


desperate in her love for him. Thus the field is well 
prepared for the growth of his love for Sagarika, and 
the oredit for the same is due solely to the sarika, who | 


as Susangata said richly deserved her name मेचा विनी ! 


Again, the sarika ia responsible for Sagarika 

and Sueangata leaving the picture-board in the bower 

. and following it. Thus the scene is properly set for the 
king coming to the bower and seeing the pioture-board. - 

Again it is the sarika, which brings the king to the 

bower. Thus ihe sarika is responsible for ihe king 
seeing the pioture-board, which confirms his former 

doubts. He finds that the lover in question, portrayed 
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on the board, was himself. The enchanting beauty of 
the girl, painted by the side elicited his love at the very 
first sight. Thus by removing the heroine from the 
bower leaving the pioture-board, and by bringing the 
hero to the place, the sarika is directly responsible for 


the birth of the king’s love for the heroine, which forms : | 


the starting point of the action of the drama. Hence the 
introduction of the sarika is of vital significance in th 


~ development of the plot. ^ | . 


In this connection, it may be. mentioned, that 
though the sarikais connected only with the events of 
the second Act, mention is made of it, even in the first 
Act; and the dramatic purpose of its mention in the 
first Act may also be considered. In the first Act, the 


queen directs Sagarika to hand over the पूजोपकरण to 
Kanchanamala and hasten to take. care of the sarika 
as all the attendants were म्रदूपराधीन, The object of the 
“dramatist, in making this casual reference, is to suggest 


that the bird was a domestic pet of the queen. This 
fact adds flavour to the sarika-episode, for thereby 
it ultimately turns out that the queen’s own favourite 
pet is instrumental in providing her with a rival! The 
irony of the situation, indeed, adds much to the interest 


| “centering round the episode. 


This reference in the first Act, is valuable from 
ancther -point of view as well. The queen uses the 


sarika as a pretext to remove Sagarika from the scene . । 
- and thereby prevent the king from seeing her. But the 


self-same sarika serves as a voluntary messenger of 
love from Sagarika to the king and conducts the king 


n _ to the banana-bower, to complete the role of & gat ! 


This irony of fate makes the situation all the more 


OAM interesting. À 
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.. The introduction of the sarika has 
criticised by Prof. Jagirdar, as involving: : STR 
the entire conversation, which is bound to be unde 
resting on the stage. Further this also necessitates the 
introduction of a monkey on the stage to release the 
bird, The learned critic observes that there are “serio i: 
blomishes” even in the Ratnavali and writes—‘ The 
unnecessary repetition at length of the dialogue b k 
. weon Sagarika and Susangata in Act II through ti ; 
myna@ bird is an illustration to the point. The Kine 
couid have known it in any other way less annoyin as 
the audience. Besides, a monkey has to be introduced, 
let loose to bring about such a situation. "What a 
monkey to upset and frighten the whole palace! True 
Kalidasa also lets a monkey loose in his Malavika ni- 
mitram, but, it docs not develop such frightful and 
sado ul Fan eas is one of the major defects 
ri Harsha as a tist. ig ar 
ELM ramatist. His art knows no 


10. The dramatic importance of the चित्रफलक-००15० ८७ 


The introduction of the icture-boar 
purposes. (1) It enables RA to wr 
Sagarika had fallen in love with the king. (2) It ives 
the confirmation, required by the king, for his गीत ' 
about a girl's love for him, which is left hazy b the 
conversation reproduced by the sarika. (3) It ती i 
him to see the girl, for the first time, in the portrait Y 


All these three results have & vi i : 
vital bear : 

: development of the love-story. The last fae S 
are important for giving the final Shape to the kino’s 
love for the heroine, From the talk of tha sarika. the. 
i entier of the person loved by the girl ia not clear, 
The m Si GSAT TW, no doubt, indicated vaguely that 
lt was the king, but ii lacked confirmation Thi 
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ation is furnished by the picture-board, for the 

~ S o f the king on the board placed this beyond 

doubt. But this alone is not sufficient for the king to 

lovethe girl. Though the रतिव्यपदेश suggested by the 

sarikas talk, dimly indicated the superb beauty of the 

- girl, ib still lacked confirmation, and this confirmation 

- js provided by the picture of the girl on the board. 

—— Though the picture of the king alone on the board 

would be quite eufficient to prove to the king that the 

person loved by the girl was himself, he could not love 

the girl merely on the basis of the hazy indieations of | 
"her beauty made in the sarika's talk. This explains | 

why, Sri Harsha has contrived to have the picture of- 
Sagarika also drawn by Susangata alongside of the 

— — king's portrait drawn by Sagarika. Er 
—— — The first result is also connected with the later 
- — developments of the plot, for it is Susangata, who acts 
as a powerful motive force in the development of love. 
But for Susangata’s enthusiasm and enterprise, 
the story of love would have been at a stand-still.. 
And it is from the. picture-board, that. she first 
- . comes to know of Sagarika's love. Thus the picture- 
_board-is important, since it is this that sets the ball of 
love rolling! | | 
—— —  (Note:—The first result is important, from the 
point of-view of the characterisation of Sagarika also, 
_ for it-avoids an open expression of love by Sagarika, 
_ which might-make her a forward girl. But the picture- 
hoard serves to portray her as a delicate girl with 
— polished shyness, which is one of the rare feminine 

graces). SONS | 

2. il The dramatic importance of the G-qsitf@n-ePisode- 

x 3 >. "The introduction of the Aindraj alika serves three . 


7 purposes. (1) The release of Sagarika from captivity 
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in the harem is effected with the expressed consent of 
the queen. (2) The real identity of Sagarika is esta- 
blished, when the king produces the chained. Sagarika 
before the presence of all, including Vasubhuti. (3) It 
helps Sagarika to win the sympathy of Vasavadatta, 
thereby preparing the ground for her marriage with 
the king. 


The dramatic importance of fthis incident lies in 
the fact that the निर्घृण or denouement of the plot is 


effected by it, But for the illusory fire in the harem, 
Vasavedatta would never have acceded to the release 
of Sagarika, after having personally known of the king’s 
love for her. '1 is the threat to her life, that softened 
the queen's heart and made her appeal to the king him- 
self to save her from the fire. 


The incident helps not only in the release of 
Sagarika, but also in the revelation of her real identity. 
Hor the conflagration is cleverly menaged to occur 
when, the queen, Vasubhuti and Babhravya are all with 
the king. Consequently, Sagarika, catches the eye of 
Vasubhuti, as soon as sheis released from captivity 
and brought by the king to the queen’s presence. 
Vasubhuti immediately recognises that she bore close 


resemblance (gaeat) with his princess. This fact 
coupled with the resemblance of the रत्नमाला rouses 


his suspicions which are soon confirmed by ‘the queen’s. - 
explanation that Yaugandharayana had sent the girl 
to her and that she was called Sagarika, because of 
her recovery from the sea. Vasubhuti needs no further 
proof. His pathetic address to the princess and her 
response establish her identity beyond doubt. Thus 
it is the illusory fire in the harem that leads on to the 
` revelation of Ratnavali’s concealed identity, which is an 
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essential pre-requisite for her union with the king. 


That these are the chief motives in the introduction of 
this incident. is made clear by Sri Harsha himself 


' through Yaugandharayana who explains his objeot to © 
the king. He says “ अन्यथा अन्तःपुरे IEA: कुनो qu 


अदृशायाश्र बसु भूतिना कुतः परिज्ञानम्‌ 1” 


Besides, the incident also evokes the sympathy of y 
ihe queen for the suffering Sagarika, for, when Sagari- 


kas’ life is at stake, she forgets all her old grievances. 


~ The severity of her punishment to the hapless girl . 


- stares her in the face -and she feels. guilty of oruelty, 


०००, d Jd ST ^ क : d 


and a littla later on expresses her feolings openly 
(लज्ले5हम्‌ अनेन आत्मनो quare) Thus by evoking the 


sympathy of the queen for the heroine, the incident . 
- prepares the way for her willing consent for her marri- 


age with the king. ` 


- The object of the dramatist in introducing 
& preliminary ‘display —a trial show! — of the 
Aindrajalika's talents may also be considered. 
One point is particularly emphasised there, that the 
“Aindrajalika hailed from Ujjaini, her own native 
place. The queen declares openly that she felt 


- aspécial warmth (पक्षपात) for the magician, because 


‘of this fact. Thisis perhaps intended to avoid the 
possibility of any lingering traces of ill-will against him, 


for his being an accomplice of Yaugandharayana in . 
- releasing Sagarika, whom she had deliberately placed 
. In captivity. 


Another purpose is also served: by this preliminary | 


show. Itis this that helps the king and others to 


- understand the truth behind the mysteriows fire, "This 
~ Js further helped by the fact, that the Vidushaka had 
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already given a secret direction to him to show Daga- 
rika, if ho wanted to win the king’s favour and the 
magician had departed saying that he would give 
another demonstration of his skill. Hence all under- 
stand the truth behind the fire, and the Vidushaka 
reassures the others of it, for the magician had 
evidently taken the cue for this demonstration from 
his own words, 25 : 


The scene of the preliminary show has still 
another purpose behind it. But for this show, 
the queen would suspect the hand of the king in the 
affair, thinking that it is a trick devised by him to 
release his covert love, But as it is, the release comes 
off, as the inevitable consequence of an innocent dis- 
play of his powers by the Aindrajalika, who has no 
other motive in it, except demonstrating his talents. 


12. The dramatic importance of the रत्लमाल(-९७5०१८. 


The introduction of the रत्रमाल। serves two pur- - 
poses. (1) Tt enables the ship-wreoked Sagarika, who 


had managed to reach the shore, thanks to her favour- 
able stars, to come to the very city of Kausambi, her 
original destination, without any difficulty. (2) It also 
stirs the suspicions of Vasubhuti about his princess 
Ratnavali and ultimately helps him to confirm the real 
identity of Sagarika. 


Both these results are vitally important from the 
point of view of the development of the plot. The first 
etarts the story and the second crowns it with a fitting 
conclusion, when it is properly developed. The first sets 
the ball of the plot rolling and the second stops it, 
when the ball had traversed its allotted track. 


It is only with the aid of the रत्नमाला that the 
merchant of Kausambi recognises her identity and leads 
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-  hertohiscity and entrusts her to Yaugandharayana. It - J 
= 2 be f roromód that’this merchant, whilein Ceylon, . 


: : had already heard of the सिद्धादेश about Ratnavali and . 


. had also heard vague whispers of the princess's 
- "Batnevali must have told the merchant about her pre- 
finding that the merchant was also proceeding thither, 


—— most have agreed to accompany him to be escorted to 
A the house of Yaugandharayana, who had made the 


offer. But for the T@ATST it would not have been possi- 


committing suicide in sheer despair. 


marriage with his king. We may also presume that. 


arranged destination and the object of her journey and 


‘ ble for the merchant to recognise her identity and - 
without it Sagarika might have found herself helpless _ 
Jip an unknown land and might have even thought of | 


Vidushaka that first rouses the suspicions of Vasubhuti | 


- and thereby prepares the ground for his recognition of 
Sagarika. Sagarika in-her altered costumes of a diffe- 
yent land in the role of a servant-maid, must have 
almost been transformed beyond recognition and with- 
— out clear confirmation from other sources, it would not 
— have been possible for the minister to come to any 


— resemblance in features. : This essential confirmation is 
— furnished by the रलमालछा and the information about her 
 _regoue from the sea, _ Thus the रत्लमाला is essential for 
— the final recognition of Sagarikaj] without which the 
= happy consummation of the love would be impossi- 


" > > Loe , 
SSE A 6. i ‘ 
a SP 


- Thus it isthe t&mMST that first sets the plot in 


jd ` 


` 
d 
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“conclusive decision about her, merely on the basis of — 


-motion and it is this again that helps the unravelling — 
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of the plot, when it had reached the climax. In terms 
of the technical rules about plot-development in the 
Sanskrit drama, we might say that the <q@ata@t is of 
capital importance in the मुखलन्धि with which the | 

ction starts and the निर्वेदणसन्चि, with which the action 
ends 


. 13. The title of the play. 

It is an unwritten convention among Sanskrit 
dramatists, that they usually name their plays after 
their heroes, or heroines or both. The मद्दाची रचरित and 
४३० उत्तररामचरित of Bhavabhuti are instances of plays 
named after their heroes. The Talat and प्रियदशिक्रा 
of Sri Harsha draw their titles from the names of the 
heroines. The माछळविकाञ्चिमिच of Kalidasa and the 
मालतीमाधव of Bhavabhuti derive their titles from ths 
heroes and heroines. | 


There are, however, numerous dramas, whose titlee 
represent a departure from this rule. These plays are 
named after some chief or striking incident or thing in 
the play, around which the entire action swings. The 


नागानन्द of Sri Harsha and the सच्छकटिक of Sudraka 
come under this category 
Besides these,there are many instances of dramas 


whose titles represent & synthesis of these two 
different methods. The अभिन्नानशाकुन्तलम्‌& of Klidasa 


.and the स्वप्नचवालवदत्तम्‌ of Bhasa are both instances of 


dramas, in the titles of which, the names of the heroine 
and that which is the central pivot of the plot are 
beautifully blended 
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The title of the present play Ratnavali is an even 
‘more Javeresting 0886 of such a blend. Ratnavali, is, 


s no doubt the name of its heroine, but it is also intended 


-to refer to the रल्लमाला presented to her by her father 
‘on the eve of her departure to a distant land for a | 
-diplomatic alliance with King Udayana. This सलमाला 

which is presented to the heroine is of vital significance 
-in the development of the plot and saves the heroine on 
two critical occasions. | 


[Explain ihe dramatic importance of the xsim ter 
(Hesay-12) and continue.] 


Thus the रचमाला is one of the chief pivots of the 
action around which the action swings and it is the. 
-central pivot of the action in the fourth Aot. It is 
quite proper therefore that the play should derive its 
name from it. Though the word रत्ताचली is not used to 
refer to this necklace of gems, the words एुज्माबली and 
'शल्माला are synonymous. And, as if to suggest this, 
Sri Harsha has used the very word रल्लाघंली to mean a 
necklace-in the second Act, by way of comparison. | 


प्राप्त कथमपि देवात्‌ कण्ठमनीतैव सा प्रकटरागा । 
रल्ावडीव कान्ता मम हस्तात्‌ अंशिता भवता |l. 


“Though the king means by «ede only a necklace, 


-the shrewd wording suggests to the audience Sagarika 


$ E his कोन्ता, who is really रत्नावली, whom the Vidushaka 
‘had severed from his hand. | 
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| Hence in. naming his play-as Ralnavali, Sri 
-Harsha's motive is not only to call it after the heroine, 


but also to suggest the सलमाला which plays such a 
dominant role in the development of the plot. 


The probable connection between the रलमाला and 
: the name of the heroine is laso worthy of consideration: 
It is quite likely that the name रलावळी was given to 
her only on account of this रत्नमाला, The fact that the 
merchant recognised her identity merely with the aid 
of the xg suggests that there was something 
unique and distinctive about it. The fact that it was 
given to her at the time of her departure perhaps 
suggests its special importance. It appears from these 
that the waar had something unique or mysterious 
about it and lends support to the guess—though there 
is no conclusive evidence for it—that it had some 
mysiic connection with the heroine. It may not be 
‘wide of the mark to guess that the canter was con-. 
ferred on her as a gift by the सिद्ध who predicted the 
coming glory of the princess, or that it was connected 
_ with her very birth—like the कंचचकुण्डल of Karna— 
and that accounts for her name सत्नाचछी, 


l4. Part played by Vasantaka in the development 
of the plot. eee 


The character of Vasantaka in the Ratnavali is 
58 fine tribute to Sri Harsha’s talents as a dramatic 
artist. The Vidushaka is intimately connected with 
2 
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4 he os t hat 

he development of the plot at each stage, and w 

js all the or interesting i8 that he helps the develop- 

ment of the plot without being conscious of it. Odd, 88 

it may appear, he helps the plot by hia folly and tom- 
- foolery. In the second and the third Acts the action 

" progresses through an interesting series of pleasant 
delusions and innocent mistakes of -this महात्राह्मण" 
It is a stroke of Sri Harsha's dramatic art that has 
presented in him an interesting conflict between service 


=. to-his friend, the hero; and service to the plot of the 
drama. He hinders the progress of the hero's love, but 


. plot! . 

. Hie very entry in the second Act is quite artistic. 
_ The monkey running amuck had just disappeared from 
2m the scene, when the voice of the Vidushaka “हो at 
E um आश्चयेप्राश्चत्रेप्त is heard from behind the scenes. 
- — Sagarika apprehends the दुष्टवानर coming again and 
Ee _. the Vidushaka steps in! The suggestion is delight- 
` fuland the fact that the Vidushakas in Sanskrit 
E. . dramas were suoh ideal perfections in ugliness and 
deformity lends an additional favour to it! The 
- breed of Vidushakas furnished the audience with the 
-— — "missing link between man and his immediate quadruped 
— —* progenitor in the species and hence the dramatio irony 
— inthe entry of the Vidushaka when the heroine antici- 
|. pates a दुष्टवानर has a charm of its own ! 


i Err "When he conducts the king to his Navamalika 
^. ereeper, he suddenly stops near-a. वकुळपादूप suspec 


diately take to their heels. The king finds out the truth 
M ‘after ७ calm and sober observation of the sound that 
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came from thotree and concludes “mtag star.” 
It may appear rather silly that the Vidushaka should 
apprehend a Ya ina familiar garden in broad . day- 


light, but it is this very trifling delusion, that reta the 
ball of the plot rolling. The sight of the sarika is of 
momentous importance in the plot as it marks the 
very first step towards the king’s love for the heroine. 


In the same context, he commits again a second 
error—as trivial as the first !—by mistaking the love- 
song of Sagarika with a vedic mantra. This mistake 
too lends a hand to the development of the plot in a 
small measure, for, it ie this that enables the king to 
hear the song of Sagarika, which ho had missed, as his 
attention was diverted by something else. (अन्यचेतल्ता 


मया «Terence. lt is this verse that gives clear 


expression to the girl's ardent love, which had driven 
her to desperate limits and hence enables the king to 
understand the real depth of the girl's love, though at 
the time, he has only some vague presentiment of the 
truth that the person Joved may be himself. 


The third of his unconscious follies is his spirited 
exclamation commenting on the persistence of Sagarika 
in not responding to the king's amorous approaches. 


When he exciaimed एषा खड्बपर देवी वासवदत्ता दीघेरो- 
saar he really meant no harm, but unluckily for the 


lovers, his statement scared them both, even before he 
could complete his sentence, .Vasavadatia was such a 
. bugbear to the king as well as to Sagarika, that the for- 
mer let go her hand and the latter immediately made 
good her escape through a side-track along with her 
- friend Susangata. Thus the Vidushaks’s statement 
separated the lovers at the most inopportune moment, 
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it was only then, that the king had succeeded in 
DUUM गत! Sagarika and the latter was shedding 
her shyness. 


This separation of the lovers is of great importance 


- in the development of the action in the story. It is : 


universally accepted that separations are essential, if 
love should acquire its real nourishment. Love, indeed 
would lose much of its power and glamour, if its course 
is smooth and unimpeded and results in an easy 
consummation, It is only when the final union follows 
after a series of risks, impediments and difficulties, 
that it-can yield its real treasures of romance to the 
= lovers. It is on account of this, that Sanskrit rhetori- 


cians have emphatically declared— न विना विप्ररूस्मेत 
etit: पुष्टिमश्षते This oft-quoted dictum means that 
love in union (संभोगश्शज्ञार) cannot acquire its full 
stature (पुष्टि) with out being preceded by separations in 
love (चिप्रळम्भश्टङ्ञार). Thus the unwitty exclamation of 
the Vidushaka helps in the proper development of love 
in the plot by providing the essential fatwa. 

` The fourth, in the series of Vasantaka’s blunders 
is his careless dropping of the चित्रफलक in the plan- 


tain-bower, while giving vent to his great jubilation at. 
. the victory of the king over the queen in the .oreeper- 
contest. In his over-enthusiasm, he begins to dance 
shouting “ जितमस्माभिः' and unwittingly drops the: 


— —  pieture-board. . 


view, the Vidushaka's action serves to confirm the 
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_ the snare of Sagarika’s captivating charms. This initia} 
mistake of the Vidushaka marks the starting point of 
all the complications in the way of the love between the 
hero and the heroine, and is responsible for the many: 
interesting developments that follow, Tt directly paves 
the way for the action in the next Act, for the queen 
presents Susangata with a suit of her-own dress for 
taking proper care of Sagarika and this queen's dress. 
is at the bottom of the entire action in the third Act. 


The last capita] blunder of the Vidushaka is the - 
most dramatio developmenis of the third Act. The 
plan, so ingeniously laid by Susangata is foiled by 
the Vidhushaka’s lack of due care in its execution. The 
initial mistake of the Vidushaka in not recognising the 
identity of the queen and Kanchanamala, is responsible 
for all the interesting incidents that follow. The 
dramatic revelation of her identity by the queen, the 
haplese embarrassment of the king and the jester—both 
grinning like the Cheshire cat !|—the queen's angry exit . 
Írom the scene, the accidental meeting with the despe- 
rate Sagarika, the queen's sudden re-entry and her final 
dramatic exit—all these are the inevitable development 
of the Vidushaka's initial blunder. Sri Harsha has, no. 


doubt, absolved him of the blame by picturing the pitch 
darkness-that engulfed the entire place (तमस्लङ्घातोऽयं 
इरति इरकण्ठयुतिद्दरः), but his recklessness, and oyer- 
confidence, are at least partly reponsible for these 
consequences. | 


Besides these, there are a few instanoes, in which 
the Vidushaka aids the progress of the action, without 
blundering in any way. Most conspicuous among these 
is his contribution to the denouement in the drama. He 
helps in the unravelling of the plot by. preparing the 
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ground for the recognition of Sagarika’s identity 
through the medium of the रत्नमाला of Sagarika on hig 


neck, Likewise his casual suggestion to the Aindra 
~jalika, to show Sagarika, if he really wanted to win the 


king’s favour (यदि a अनेन परितुष्टेन काये dq. quu 


ARETA) helps the progress of the action by leading 


to the magioian's demonstration of the fire in the. 


e harem. 


I . T$ will thus be seen that in the artistic hands of 
OR ihe dramatist, the slipshod attitude of the Vidushake - 
"a becomes a precious asset to the progress of the plot ! 
The Vidushaka, it is true, blunders and flounders at 
. ‘every step, but paradoxical as it might appear, he 
blunders usefully ! There appears to be & method in tho 
blunders of this blundering genius | There is an abiding : 
interest in his blunders 98 in those of, Mrs. Malaprop, 
- the famous character in Sheridan's. Rivals, with this 
fundamental difference between the two, that ghe 


- . . blunders with her words whereas her counterpart in this 
play blunders with his deeds. (There is however. & 
Solitary instance in the play of a genuine Malapropian 
F — touch in the Vidushake, when he confuses the song 


T | 'द्विपदीखण्ड with खण्ड in the sense of " sugar-candy ? and 
_ enquires about the patterns of sweets that could be 


_ made out of it). | 
15. .Part played by Susangata: 


E Susangata, the olose companion and confidante. 
~- of Sagarika plays ७ very important role in the play. 
ae She is the sole animating. spirit behind the story of the 
- ° love between Sagarika and Udayana. If this melo- 
~ -dramatico story o pys oes be conceived as an Orna- 
c-o menbal mi anical aro usangata is not only the 
po m? ghan Collection, New ae neh by edad USA 
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arohiteot who designed it with artistic insight and 
executed it with energotic enthusiasm but what is more, 


she is herself the main-spring of this arch, without 


which, it would have oreaked, collapsed and crumbled! 
The history of this love is, in short, the history of her 
efforts. She is thus the counterpart of the Vidushaka 
in the Malavikaguimitra; a faint echo of that dynamio 
character, who acts as a powerful motive force in that 
play, propelling the action forward from start to finish, 
though she reflects but dimly the transcendent qualities 
of that: master-schemer. There is, however, this 
difference between the two, that the Vidushaka. acts 
from the hero’s side, and Susangata,. from the side of 
the heroine, 


The first thing, that she accomplishes is ‘to ring 
out confession of her feelings from Sagarika and this 
marks the starting point of all her further actions. 


. When she finds that Sagarika had drawn the picture of 


the king, she feels inwardly pleased at Sagarika’s love for 
the king und applauds her menially sayiug साचु लागरिके 
Sty. She further finds that Sagarika is णुरुकानुरागा- 
क्षिप्तहुद्या and before proceeding further, ehe first wants 
to make sure about Sagarika’slove. (यावत आत्मान- 
ASAT: दरायित्वा चढीकरिष्याभि). The graceful manner in 
which she forces Sagarika to express her feelings with 


out any reservation is worthy of the finest. praise. 
When she found that Sagarika with characteristic 
feminine shyness, was trying to conceal her feelings, 
she pays her in the same coin and fools her by drawing 
her own picture in the name of Rati. Sagarika, thus 
driven to a corner, takes Susangata into her confidence 
and the clever girl thus achieves her purpose. 
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. Again, when Sagarika and Susangata overhear 


the conversation between the king and the Vidushaka, . 


she cheers up Sagarika and continues to encourage her 
by drawing her attention to the king’s admiration for 


her enticing charms (सखि त्वसेचैका gre येव सर्जा 
मन्ञ्यस्रे). She soon finds that that the king's love for 


Sagarika was already faradvanced as could be easily 
judged from his languishing addresses: to the 


स॒णाळद्दार and talking in incoherent strains (aarte 
मन्त्रयितु प्रवृत्त:) under the impulse of intense love. Then 


she decides that the time was ripe for her to act and 
feels it improper on. her part to be indifferent to the 
king.any longer. She considers it her sacred duty, 
to alleviate the king’s sufferings by bringing about his 
union with Sagarika. She has eaten the king's salt, 
and'how can she ignore the king's sufferings ! 


" Having thus satisfied herself about the reciprocity 
‘of their love, she sets about in a business-like manner 
tobring:the lovers together. She is however cautious 
to the last. She wants to make sure that Sagarika, in 
shyness, would not flee from the king's presence and 
‘wants to ascertain if she was really ‘prepared to meet. . 
the king in person. With this idea in view, she makes 
Sagarika betray her anxiety -to meet the king by a 


- clever quibble of words, (यस्य इते त्वमागता «sd ते. 
: Ps Having thus sounded Sagarika’s mind, she appro- 
E aches the king and with a boldness, bordering on 
P audacity, this गर्भदासी intimidates the king himself by 
: | _ threatening to reveal the चित्रफलकचृत्तान्त 0 the queen.: 
— "The king is nonplussed by her unexpected appearance 


-s 
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and tries to please her with a present and explains away 
the truth behind the picture. Thus by her shrewdness, 
Susangata manages to keep the king himself under her 
thumb, so that he would dance to her tunes. She then 
requests the king to pacify her friend Sagarika, who. 
_ was taking her to task for having painted her picture 
on the board and was putting on a wry face on that 
account. The king is agreeably surprised and hastens. 
to do this pleasant duty. Thus Susangata manages to. 
bring the two together. : 


But this is not all. The ingrained shyness of Saga... 
rika still barred the way of a smooth exchange between . 
the lovers. Sagarika blamed Susangata for having 
deceived her, by saying that she would” bring the 
चिचफळक and then bringing the king. (इरशश्चित्रफलकः 
त्वया आनीतः). Even the eloquent admiration of her 
beauty by the king, describing her as the जगत्त्रपललाम 
could not cool her and in her embarrassment, she tries 
to leave the place and thereby undo what Susangata. 
had done. Susangata then prompts the king to take 
her hand and physically force her back, since she waa. 
अतिकोप'ना. (हस्ते गहीत्वा निवतेयेनाम्‌). Even the touch. 
of the king’s hand could not work the miracle, which 
Susangata, thought it would. She, therefore, prompts. 
from Sagarika’s side and blames her for her : dis-. 
courtesy. She tells her that it was improper on her: 
part to be irresponsive, even when the king had actually 


taken hold of her hand. (अद्क्षिणा e येव भर्चा अवलस्वि- 


— तपि कोपं न gata) Thus, Susangata was gradually: . 
tuning Sagarika to face the king freely and had well- 

. nigh accomplished her objective, when the Vidushaka 

spoiled the occasion. by his clownish cry एषा अपरा देवीः . 

AWA - PONE 
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. 's efforts do not stop here. She again 
tries ud about a second meeting of the lovers in 
rivate. The scheme devised by her sparkles with 

; ingenuity and is worthy of an adept Bohemer, She E | | 

- prepared to move heaven and earth to bring the couple 

En k ether. The use which she finds for the queen's pre- . | 
S aan of a suit of her own dress reveals her as a S 

” schemer and the scheme is flawless in itself, though it 

fell through, because of the inadvertence of the Vidu- 


shaka. : | | | 
"Besides this conscious service to her mistress, | 

E Eurer helps also in the revelation of the real identity : 
of Sagarika, without being conscious of it, It is she, 
who hands over the TARIST of Sagarika to the Vidu- 


: Though A 
` ter the queen released both of them. T gh 
न Vasentaka for this gift only accidentally, it 


"pP. 


> 80 happens that it plays an important role in the un- | ८ 
—  "ravelling of the plot of the play. It is the are म | 
PC | f Vasantake, that sows the see ‘do in = 
dd ane mind, and ultimately CRS ns 
. recognition of Sagarika. | 5 s 
cs “Besi this major role, Susangata accomplishes 
e _ ings, When Sagarika feels frustrated in — 
. Jove, it is she, who cheers her up and props up her — 
drooping spirits, She convinces her that her love was — 


js VUA rant PER T nsoious of her rans- . 
* d Rs Te Tus मार she says, that she 3 
gould have loved theking (emer कभ्यारक्षस्य अवश्यमी- _ 
दष घरे अभिलाषेण naaa). Again, it. i Us vhs 
EDU ion i ll-being of Sagarika, when the - 
A Lr 2 Vien uester by the heat of love, oy providing her 
.— "with the requisites for quenching the Urata: Lastly, she 
s x. ( rot Satya Vrat Shastri Collection, New Delhi. Digitized by S3 0 02 USA 
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stands by the side of her friend to save her from any 
difficulty or trouble, by suggesting ways and means 
suitable to the ocoasion. When the monkey running 
amuok enters into the garden, she suggests a place of 
safety and when the sarika flies off, it is she, who 
suggests that they should first catch the bird since it 
was more important than taking the picture-board. 
Again whon the Vidushaka throws everything into an 
alarming confusion by his clownish cry, it is she, who 
suggests a proper way of escape for them. Sbe thus 
acts as the heroine’s “ friend, philosopher and guide.” 


Thus, it is Susangata, who voluntarily takes upon 
herself the onerous responsibility of uniting the lovers. 
She plans with quickness and ingenuity and acts with 
alertness and agility. She plays her part quite well, 
though her efforts are not crowned with the success, 
they deserve. She is, in short, the architect of the 
heroine’s fortunes. But for her dynamic efforts, the love 
between the hero and the heroine would have been at a 
static stand-still. But for this doughty champion of 
her cause, the heroine, condemned as a hand-maid in 
the palace, would have simply blushed unseen in a 
corner of the harem and wasted her charms away, like 
the provertial “ flower, born to blush unseen and waste 
its sweetness in the desert air”! 


16. Part played by Yaugandharayana. 
OR 


Describe how Yaugandharayana managed to 
achieve his object of bringing about Udayana’s 
marriage with Ratnavali. र 


The Brhatkatha, the original source of the Uda- 
yana-legend, portrays Yaugandharayana, the loyal 
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‘minister as & tried diplomat and adept schemer. He is 


i h the same light in the Ratnavali. 

pore arce from which the entire action in the 
lay emanates. It is he, who holds the thread of the 
Story in his hands and directs the entire action. He is 
thus ihe real suiradhara of the story, though Sri 
Harsha has given this role to the younger brother of 


the eutradhara of the play. (मम पवीयान आठा यूहीत- 
यौगन्चरायणसूमिकः---)- : Perhaps, when Sri Harsha 


1६ uiradhara of the drama refer to Yaugan- 

ae his “younger brother" he is not ouly 
thinking of the real relationship between them in life, 
88 actors but also of this relationship between them in 
the drama as characters. Yaugandharayanu | was 
verily a “brother” of the suiradhara in his profession 
and could well claim cousins with him! Again, like the 
sutradhara, he stays always m the back-ground, though 
directing the action at every step. He introduces him- 
self to the audience in the beginning and is no longer 
seen, except in the end, to wind up the proceedings. 


His one aim was to make his sovereign a mighty. 
Rr and he was bent upon achieving this at any 
cost. When he heard of the सिद्धादेश about Ratnavali, 
R है : ‘ . ` it 
| incess of Ceylon, he jumped at the idea, for i 
RESP lou: any easy short-cut to reach his desired goal. 
He had only to unite this princess in wedlock with him 
and his purpose was accomplished, for it would inevitably 
raise his master to the pedestal of a सावभौम. But many 

‘nos stood in his way. First, the king of Ceylon was . 
ता cle of Vasavadatta and he would not make his. 


. daughter a rival wife of his own niece. Hence Yaugan- 


dharayana’s persistent overtures to him in his master's 


9९1१1 (स्वाम्यर्थे बहुशः प्राथ्यमाना) met with categorical 
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refusal. It was obvious, that Vikramabahu would not 


be a party to causing चित्तखेंद्‌ to Vasavadatta and 


would not saddle his own niece with a rival in love. 
Secondly, Udayana’s boundless love for Vasavadatta 
was so well-known to him, that he was cock-sure the 
king would pooh-pooh any suggestion of taking a fresh 
wife, The very idea of marrying for political ends was 
bound to strike him as fantastic. Thirdly, his own 
queen, Vasavadatta was bound to oppose tooth and 
nail, any efforts towards Udayana's marriage with 
another girl, even if it be her own cousin. | 


But the dauntless Yaugandharayana would not 
retreat. Impediments, bowever great, could never 
flag his enthusiasm and deflect him from his purpose. 
Relying on the chaste queen's love and devotion for 
her lord and working upon her feminine weakness for 
power and pelf, he brought the queen round to his side 
"by clever representations about accession of power to 


.Udayana from this marriage". The queen yielded and 


be took her into his confidence about the means to be 


. adopted for getting over the opposition from Vikrama- 


bahu's side. "With her consent, he floated & rumour in 
Ceylon that the queen Vasavadatta had perished ina . 
conflagration in the village of Lavanaka. He was now 
more than confident of Vikramabahu'a acceptance of 
his original proposal and hence sent his chamberlain, 
Babhravya, repeating the former proposal. As was 
expected, Vikramabahu, now readily agreed. Thus the 
difficulties from the side of the queen and Vikrama- 
bahu were overcome. ; 


As for the opposition from the king he avoided it 
by keeping him in the dark about all his efforts. 
He was confident that the enticing physical charms of 
Ratnavali would ultimately achieve, whai his reasoned 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 


F | AE 152 b 


“appeals could not and was therefore awaiting the — 
F arrival of the princess to the capital, to place herin — 
the proper environments to catch Udayana’s eye and 
4 | get an easy victory over his partiality for Vasavadatta . 
- > and overcome his aversion for taking a second wife, 

°“ «fe was luckily helped in his work by the fact, that 
E. Vasavadatta and Ratnavali had never met yet and 
-. .. &new 6801 other by name only. Babhravya was, 
=- therefore, instructed to escort Ratnavali from Simhala - 
straight to. Yaugandharayana's house. Thence he inten- 
ded to introduce Ratnavali into the royal harem 
secretly, as an orphan girl and place her under the - 
queen’s protection. There, the spring festival being - 
— — gear, she was bound to.come- under. the king's notice - 


ES ‘soon and Yaugandharayana knew that for the subse- 
— — quent development of his plan, he could safely rely on 
= the transcendent personel charms of Ratnavali." : 
E erii These were his original plans, But, as ill-luog | 


- would have it, the boat, which brought Ratnavali, with _ 
. Babhravya and Vasubhuti wrecked on its way. Ratna- 
_vali came ashore, with the aid of a plank, and as luck 

- would have it, reached Yaugandharayana, through the 
intervention of a merchant of Kausambi, who recog- 
 nised her identity and who had heurd vague whispers of ` 

the proposed alliance of the princess with his king. 


x - Fate thus gave a हस्तावलस्ब to the indefatigable 

minister, in his.plans. He then entrusted her to the _ 
E queen, introducing her, as a gir) of high birth (सगौोरव 

fizan) recovered from an accident’ in the sea. The 

í queen named her Sagarika and enjoined. her maid 
E - . Susangata to minister to her wants and serve her. 


- 
"^ 
CA 7 


(05 . , At this stage, Yaugandharayana stepped back and 
was simply watching the developments, When he 
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found that the queen, in ber jealousy, had bound 
Sagarika in the harem, he devised an ingenious plan, 
which would enable not only her release, but also the 
revelation of her identity. He deputed an Aindra- 
jalika to present himself before the queen and 
announce himself as hailing from her own native place, 
namely, Ujjaini. This would ultimately help in avoiding 
the queen feeling any antipathy against him later, 
when she would know of his being an accomplice in the 
release of Sagarika. Yaugandharayana had, no doubt, 

given detailed instructions, as to what he should do. 
Presumably, he was asked to withdraw, at the right 

moment, saying that he would make another display 

of his powers. At the right time, when the magician 

was proceeding with his business, Yaugandharayana sort. 
Vasubhuti and Babhravya to the king, with the ins- 

truction that the king should give them audience: 
immediately, as it was the शोभनसुहतं, and that he 

would soon follow. 


Everything happened, as he had anticipated. The 
king was perplexed with Vasubhuti’s statements and 
demanded an explanation from Babhravya. Just at 
this time, the Aindrajalika, on Yaugandharayana’s 
instruction, conjured up a vision of fire in the harem. 
Again, the astute minister’s anticipations came true. 
Sagarika was released from the harem by the king 
himself, on the queen's own words. No sooner was 
Sagarika brought than the fire disappeared mysteriously 
and the identity of Sagarika was established beyond 
doubt by Vasubhuti and Babhravya. The queen's 
sympathy for the poor girl, which was already evoked 
by the fire, which threatened to consume her was now 
strengthened by the revelation of her identy. The- 
scene was well set for the re-emergence of Yaugan- 
dharayana to unravel the whole secret to the king, ask 
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-for his.pardon and give a finishing touch. The king, 
sain far from forgiving his minister was prepared to 


' shower all appreciation and praise on his अमात्यच्षम 1. 
- What else could he do now, for he had given him his 
‘Sagarika, not only, representing the very cream of 
feminine beauty in the world (उर्चीतले सारं सागरिका) 
‘but also, bringing a world-empire in her train! 
(लखागरमही प्राप्त्ये कहेतुः)- 
! 17. Part played by Vasubhuti: 


Vasubhutiis the minister of Vikramabahu, the 
king of Ceylon. He is sent by his king along with the 
princess Ratnavali to the court of Udayana, but is 
severed from her by an unhappy wreck. However, he 
survives the wreck along with Babhravya, but 18 
unaware of the survival of Ratnavali. That he had 
taken his princess as dead is clearly evident from the 


fact, that he speaks of राजपुन्नीविपत्ति later, when he 


E resolves to enter the fire, which broke out in the 
harem. 


. Having thus survived the tragedy, Vasubhuti with 
^ Babhravya meets Rumanvan, when the latter 18 
b. Jeading a military campaign against the king of Kosala. 
क » Later, they return to Kausambi, after KRumanvan 
defeats the enemy. Vasubhuti is then presented to 
Uday ana, slong with Babhravya by Yaugandharayana, 
when the king is witnessing the performance of magic. _ 


He is received by the king’s jester, Vasantaka and 
‘conducted to the king's presence. He marvels so much 
—  — at the grandeur of Udayana’s palace, that he is dubbed 

- asarustio (atq) by the attendants at.the gate. He 
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further notices the za@arest on the jester’s neck-and 


immediately recognises the similarity it bore with the 
ons presented to Ratnavali by her father, at the time 
of her departure. He, however, dissuades the kanchuki 


from making any open enquiry about it, as सूषणसंचाद्‌ 
was not impossible in a great राजकुल, 


, When, after formal exchange of cordialities, the 
king enquires about the welfare of the king of Ceylon, 
he firet hesitates and later, prompted by the kanchuki; 
briefly narrates the circumstances, in which Ratnavali 
had a watery grave. The king of Ceylon, he said, on 

: hearing of the demise of Vasavadatia in a fire agreed 
to give his daughter, formerly sought by the king 
(पत्र प्राथता) iu marriage to him and thereupon sent her 
under his escort. Vasubhuti then referred to the 
fateful ship-wreck, which took a toll of the precious life 
of the princess and was moved to tears. 


This enigmatic speech of Vasubhuti only perplexes 
the king, for the queen was quite safe and sound and 
the minister's reference to her death in the Lavanaka- 
fire sounded mysterious, Further, he had not sought 
the hand of Ratnavali at all. Thus the speach of 
Vasubhuti throws the king into a confusion, which 
further thickens by the flashing fire in the harem, 
which suddenly disappears after a momentary blaze, 
and leaves the king wondering, if it was al] a dream or 


if it was black magio (स्वप्ने मतिञ्रमति कि न्विदम्‌ 
इन्द्रजञाळस ). Hence, the speech acts as a preliminary 


step to the climax of the plot, namely the fire in the 
harem. 


The most important role of Vasubhuti isin the 
denouement of the play. It is he, who throws aside the 


N 
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1 that concealed the identity of Sagarika and makes 
bia couple aware of the fact, that Sagarika was 
the daughter of king Vikramabahu. The ground for 
the denouement had already been prepared by the 
recognition of the resemblance of the garat and it 
is Vasubhuti who is responsible for that too. Thus 
Vasubhuti plays a very significant role in the develop- 
ment of the plot, by being solely responsible for the 
denouement of the play. < 


y 1g. Part played by Kanchanamala. 


P Kanchanamala is the confidante of Vasavadatta, 
| standing by her side at all times and assisting her in 
all possible ways: She helps the development of the 
=  plotin many ways; but her most significant contribu- 
1 tion to the development of the plot is her bold exposure 
of the secret plan, jointly laid by Susangata and the 


= Vidushaka. She is thus responsible for the most 
- —— -dramatio situation in the whole play, where the king 
3 affirms his love for another to the queen herself! In the 


' prelude to the third Act, she divulges to her friend 

Madanika this secret conspiracy, which she bad detect- 
~ed by overhearing the whispering conversation between 
7 the Vidusbaka and Susangata at tho चिच्रशांलाहाए: She 
Ec then disoloses the same to the queen, and arrives at the 
~ — gpot earlier with the queen and-gives the signal to the 
~ gullible Vidushaka, who leads them on to the king 
E. mistaking them to be Sagarika and Susangata in 
different garbs. She then threatens the Vidushaka for 


- his betrayal of the queen, (इतादा स्मरेतम्रविनय'म) and 
- rebukes him with a vengeance, when he stood exposed 
before the queen (agaa आत्मनो दुर्नयस्य फलम) Thus 
 _Kenchenameal is chiefly responsible for all the events 
in the third Act.. | 
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Besides this major contribution to the develop- 


. ment of the plot, she also accomplishes a few other 
minor things in the story 


garden, when the latter performs the मद्नपूज्ञा, Here 
she serves to oust Sagarika from the place, lest she 
should fall within the king’s view. This gives an 
‘opportunity for Sagarika to see the king freely from 
her position of vantage, and thus indirectly helps the 
genesis of Sagarika’s love for Udayana. 


(2) In the second Act, she conducts the queen 
to the garden to see the effect of the दोहद्‌ on the king's 
Navamalika. It is she, who hears the kings voice 
within the maorga and prompts the queen to enter. 
Again, it is she, who picks up the चितद्रफलक,. when it is 
let fall by the Vidushaka and shows the pioture to the 
queen. Thus it is she, who is responsible for sowing 
the seed of suspicion in the queen’s heart, about the 
king’s love for Sagarika. : 


(8) She also leads the Aindrajalika to the king, 
on being directed by the queen, brings the queen to 
attend the magic-show, witnesses the same along with 
others and is later dismissed by the queen to arrange 
for the reward of the magician. ‘Sri Harsha has here 
removed her from the scene, as her presence was 
uncalled for in the scene of the denouement. 
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. Textual Essays. 


‘19. Describe the celebration of the Madanamahotsava, 
as pictured by Sri Harsha in the First Act- 


The मद्नमद्दोत्सच is an occasion for universal merri 
ment, when & wave of gripping galeby gently glides 
o entire land. The festival of love, naturally 
- enough, 18 a festival of youth, when the youths lose 

themselves in riotous revelry and dance willingly to the 
tunes of Manmatha. And it is but proper, that such 8 

- festival of love should .be ;gelebrated in the spring 
^ - 808800, for it is 8 fact universally known, that spring 
is the strong-hold of love: Manmatha, in fact, derives 
his sustenance and strength from his companion 
Vasanta, without whom, he would be like a dummy 
, king—not far different from our contemporaly con- 
stitutional monarchs !— wielding little power- Tt is but 
natural, that पुष्पबाण should lose his mettle, without 
the support of the season of flowers, the “उुष्पाकर 


as beautifully described by Kalidasa! Sri Harsha 

= has beautifully suggested this when he gaid— 

d: gg प्रथमं मधुमासों जनस्य हृदयानि करोति serie । 
पश्चाद्िध्यति कामो रुब्धप्रसरे कुसुमबाणेः ॥ ` 

Thus in spring, Manmatha holds the entire world: 


inder his thumb and is worshipped with veneration by 
the devoted youth. This explains why the f estival is 


called after both, 88 agaaa or बलन्तोत्लंच 


| ut Harsha describes the celebration of the festival 
CM with minuteness of detail, furnishing vivid pictures 0 
T Priows do meal ebratef by, the citizens ab large and in 


^ s 
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partioular by the inmates of the palace. The celebra- 
tion of the festival may therefore be considered here in 
these two aspects. 


CELEBRATIONS IN THE CITY. 


The citizens, in general, celebrate the festival by 


devoting themselves, heart and soul to a variety of 


sports, accompanied by dancing and music. The youth- 
ful beauties having tasted wine are seen clasping their 
dancing partners in voluntary embrace in the exhilara- 
tion caused by wine. The streets are all reverberating. 


with the sound of चर्चरी songs and the clamour of - 


drums. The entire atmosphere is rendered golden with 
the पटवास scattered all over. The people are all decked 


| in ornaments of gold, which send out their golden 
' radiance all round and their crests are adorned with. 


bunches of किडिरात flowers which also add to the effect- 


produced by the कुङ्गुमक्षोद्‌ and हवेमाळङ्कार. The whole: ` 
city appears to be one vast expanse of yellow. 


(एकपीता) and the very appearance of the citizens speaks 
volumes of the opulence of the city, which seems to- 
.vie with the treasures of Kubera himself (चिजिताशेष-- 


fepaararat). When seen from a distance, it appears, ` 


as though the citizens are all dyed with liquid gold. 
(इ्रतङुस्भद्र्बलचित). ` | 

The scene of the revellers dancing in the प्राज्गण, which 
is drenched with water, continually flowing from the. 
"धारायन्् is another piece of attraction. They are dan- 


cing in such.an unrestrained manner, that the whole. 
ground is made swampy by being stamped upon by 
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= them and the red Fargo that falls from the cheeks 
of the fair revellers is transferred by the feet to the 
pavement which is thus coloured red. 
~The scene of revelry of the harlots (घारविला- 

ting." Some of the 


>: सिनीजनविलसितम) is equally interes 
ries, intent on mischief are seen splash- ` 


4. 


E roguish voluptua 

ing water at bands of harlots going along the street. 

9 5 Tho girls involuntarily utter hissing cries at the un-. 
 .. expected splash of water and acquire 8n added grace 


: (खीत्कारमनोदर). | 
E | Sri Harsha has thus furnished some interesting 
S - goenesof the celebration of the festival by the citizens 
3 = whose joy reached its very climax during the festival 
EC (अद्दो परां कोटिम्‌ आरोइति प्रमोदः पौराणाम). | 

THE PALACE. 


SENE CELEBRATIONS IN 
| pcd. Worship of Manmatha by the queen. | 
E In the palace ४००, - the festival is celebrated with 
*- " gest by all the inmates. The queen performs qaa eu 
in the garden at the foot of the Asoka tree and the 
a king takes part in the worship.on being invited by the 
(|o queen. The queen had just taken à fresh dip (प्रत्यश्नमज्ञन) 
» . in the water before the worship and is-olad in a beàuti- 
x :  — fol garment. with bright red border. (REMTE 
A s D चिरस्फुरदश कान्ता). (Lt is significant, that Manmath: 

the foot of the blooming Asoka in thi 
ar Ha ithin the palace. It is symbolic .० 
Manmatha; 8. inseparable association with Vasanthe 
E MS Been iNew: Deli pigruzed by S3 Foundation USA 
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. who had manifested himself in the garden). The foot: © 


of the Asoka tree is decorated with कुछुप्रचर्चां, a life 
sizo image of Manmatha is installed at the foot and 
regular worship in the usual form is offered by the 
queen, with the king looking on. Quite in keeping with 
the occasion, the king responds to the finer impulses of 
. love and describes the beauty of the queen with great 


gusto. When the मद्नपूजा is over, the queen offers 
. पुजाखत्कार to the king himself with flowers and unguents 
(विलेपनस) who is her प्रत्यक्षमन्मथ | (in this case the title 
is specially appropriate as Udayana was really 
ऋुसुमचएसामानरूपए). At the end of all this, the brahmin 
‘Vidushaka is also honoured similarly with आभरण 
to boot—to add a crown to his celestial personality !— 
and he gets his due of स्वास्विवाचनिक, as the fee for 
pronouncing benediction on the devout queen. 


9, The revelry of the attendants in the palace. 


The attendants donning their चसन्तोत्सचबेष spend 
the time dancing and singing. The theme of the songs 
centres round the attractions of spring and the power 

_ of Love. They dwell upon the influence of the दक्षिणपचन, 
the power of the युवतिताथे, the power of the agata 
in softening the hearts of the youth and like subjacts. 
Madanike and Chutalatika, two maids of the queen, 

sent by her to the king, actually.sing and dance on the. 

t- way. They are both सदपरवश and consequently they 

dance according to their own whims and fancies, with- 

out regard to any rules. They plunge into their sport 

with such great relish and are so absorbed in it, that. 
11 
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‘one felt they lost even their body-consciousnes. They 
were jumping and dancing in so riotous a manner at 
Feet neck speed, that it appeared, as though they 
might break their slender waists bending under the . 
weight of their heavy breasts. The hair beautifully 


knotted and beautified with flowers is now loosely flung 
about and has lost its खग्दामशोभा, the anklets on the 
feet appear to shriek with redoubled vehemence, and 
the necklace repeatedly beats against her chest, which 
throbs ceaselessly. In such निर्मरक्री they forget 


.- yen the mission entrusted to her by the queen and 
remember it rather. accidentally. 


१८. Thus when Love reigns supreme all over the land, the 
: fair sex rules the day and women have the upper hand 
पथ ‘over men. Man accepts willingly women's mastery over 
-  - him and concedes freely her right to rule him. The 
- — peculiar influence that woman wielded over man during 
E this festival of love is beautifully suggested by Sri 
3 - Harsha through the chivalrous declaration of the king 


.— . so his own fair servants in the harem नु आज्ञापयति 
- .- इत्येष रमणीयं विशेषतोऽद्य मदनमहोत्सवे ! 


^. We may conclude with a noteworthy feature of 
this festival, which Sri Harsha has dimly suggested. 
-. - This festival of love is really a universal - festival and 
I". ig celebrated by all, without distinctions of blood 
and renk. The poor peasant in his humble home and 
_ — he royal couple in their gorgeous garden celebrate it 
= with equal zeal. This is as it should be, for, the throbs. 
— - of love are shared alike by all. Manmatha makes no . 
1. .difference between the great and the lowly and levels. 
tbs “sceptro and crown” with “the poor scythe and 
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20. Describe the advent of spring in the Makaranda 
garden, as portrayed by Sri Harsha in the drama. 


The मद्नमद्दोत्सच, an occasion for universal merri- 


ment, is celebrated injfspring, the most appropriate . 
season for such a festival. It isin spring that dame - 


Nature, clad in her colourful attire of flowers ascends: 
the peak of her alluring glory and tunes the hearts of all: 
creation to the impulses of love. Spring is thus the: 
strong-hold of Love and has rightly been personified by 
Hindu tradition as the boon-companion of Manmatha: 
Kalidasa makes pointed reference to this inseparable 


_ association between Manmatha and Vasanta, when he 


says in the KumarasembhaVa—मचुश्च È मन्मथ साइचर्यांत्‌' 
अखावचुङ्तोऽपि Geta us. Sri Harsha too beautifully 
suggests that Manmatha derives “his strength from. 
Spring, when he says— 


इह प्रथमे मधुमासो जनस्य हृद्यानि करोति म्रदुलळानि | 
पश्चाद्विष्यति कामो रुब्धप्रसरे: कुसुमवाणे: | | 


The synchrony of the festival of Love with spring: 
is thus quite significant. Manmatha, it is true, is the 
central figure in the festival, but Vasantais an equally 
great centre of attraction and contributes the lion’s share: 
to the festivity. This furnishes the clue to understand 


why the festival has been named after both as. 


मद्नोत्सच or aaaea. The choice of the names of 


the two maids who revel in the festival also points to. 
the same conclusion of the equal importance of मरन 
and an7a in the festival. One is called मंदनिका after- 
Manmatha'and the other maid चूतलतिका derives her 
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> tions of spring, the 
one of the. gay attrac 

"dem (चूतलता) , which is represented 88 the 

mango- 

powerful weapon of Menmatha. 


2 e a a s 
a 


n, d 


tho charms of spring in ample and minute detail, as 


displayed -in the मकरन्दोद्यान. The lovely scenery n - 


the सक्रम्द-६arden in the spring thus provides & fitting 
e zg- 


'baok-ground to his picture of- the Te festival. 


There is such a wealth of fresh flowers in the 


f pollen dust. 
९060, that the clouds. 0 
A asta the gentle मलयमारुत provide, as though, a 


white canopy (पडचितान) to the entire garden. ‘Tho . 


booming grgi« of the bees humming in the exhilaration 


of a'g constitues 8 fine back-ground to the melodious — 


The: ihe scene is 80 
i ouokoos. The beauty of th 9 
of ee could not escape the notice of the Vide 
E even in whom the aesthetio Sense 18 gue 2: 
5 ioe altogether non-existent. Ci rane, ies 
: ing in the | . d 
pilis of the er waving în e Eo Pron rein 


and tottering. ‘The tender किसलय-७ gave them & 
: redness all-round, 80 characteristic of drunken men. 


The branches tossed by the breeze were all whirling and 


j 1 icts. The in- 
2 tottering gait of the addicts 
| ne शत of the eet constituted their inarticulate 


babble and completed the picture. 


', sedi मल्यानिराहतित्रै: शाखासमदैः SE: । 


भान्ति प्राप्य मधुप्रसज्ञमधुना मत्ता इवामी ET: ॥ 
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The trees in the garden put on a wealth of flowers, 
even without depending on the दोहद given by women. | 
They, therefore, responded so rapidly to the दोहदू, that 
the flowers were to be seen even before the दोदृद्‌ was com- 
pleted. The women had just poured mouthfuls of wine 

_ onthe roots of agg and even before the smell of wine 


had disappeared, flowers were showered on the roote 
and the fragrance of the flowers was blended with the 


smell of wine. The siqmirees flower in response to & 
shrill soft laugh of women (पडु2डडहलन), and the women 
had made themselves tipsy with wine to laugh such a 
laugh. But even before the redness in the face had not 
vanished, the trees were in full bloom. The अशोक 
2 blossoms in response to the tender kick of women. The 
A trees in the Makaranda garden responded so readily to 
the एादाधःत, that even before the jingliag of the gnklets 
on their feet had died out, the trees were covered with 
flowers and humming hees were hovering round them 
producing a symphony of gounds. 3 
` The picture of the qamtaqa in the Makarande 
garden was unique. It was, as if वत्तन्तलदषमी war seen 
there with ७ physical form. The tender red किल्ळय-ड 
provided a red garment to her (taign) and the ०६88 
covering the bunches of flowers on the top represented 
her dark hair-locks (क्रेशपाश) and the melodious warble 
of the cuckoos was like her sweet voies. This beautiful 
scene of विश्नद्ववती वसन्तल€मी was so captivating, that 


the queen could not take her eyes away from the lovely 
scene. 


=, 
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| ' i da garden pre- 
ig the picture of the Makaran ; | 
ah Pana E Harsha. Spring had flooded ue garden 
with fine flowers of endless variety. T e wealt 
nad Se of flowers in the garden are again suggested 


EE by the dramatist, when he speaks of the king’s नवमाछिका 

^s as covered all over by bunches of flowers growing. k | 

. densely (निरन्‍्तरोद्धिनकुसुमग्र॒ुच्छाच्छा दिता) and Waen E 
desoribes the king and the Vidushaks. finding t ih way 
in the garden in the darkness guided by the diffe 


shades of fragrance of the different flowers, which per- 
vaded the particular regions of the garden (tå चस्प्र 
— काना...) No wonder, tbat Sagarike, in spite of her 
| anxiety to see the worship of Manmatha was 80 enn 
~ by the never-ending flood of flowers In Ge garden, tha : 
| she lost her sense of time, while plucking the flowers 
; and had ultimately to regret her कुसुमलोभ | 
21. Narrate briefly the circumstances that led to 
Udayana’s first meeting with Sagarika and explain 
| ‘how the meeting was interrupted 
The king comes” to the Wxx4-garden to see for 
"himself, how his favourite creeper had responded to the 
a mysterious treatment given by श्रीखण्डदास for producing 
ES an unseasonal florescence (अकाळकुस्चुस). He is fully - 
E confident of the success of the Alu and comes on with 
E his eyes beaming with joy (इर्षात्फुळळोचन), and imagines 
that he would make the queen's face blush in anger 
(कोपविपाटलयु ति), by gazing proudly on his favourite 
E Navamalika. At the same time, the Vidushaka appears 
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on the scene giving free vent to his appreciation of the 
miracle, wrought by श्रीखण्डदास- He hastens to the: 
king and conveys the good news to him. ed 


Both of them soon return to see the creeper. On 
the way the Vidushaks suddenly stops and asks the 
king to flee from the place, as there was a ghost in the 


 Bakula tree. The king listens closely to the whispering 


sound and concludes, that it was only a सारिका because 
the voice was स्पष्चाक्षर; मधुर and अनिहादि The Vidushakà: 
olowinshly charges the king of cowardice but the king 

returns the charge to the jester himself. The Vidu-~ 
shaka, finding no other outlet for his anger prepares to- 
strike down the poor bird, because it had considered. 
him a wag.  Prandiehing his qveatg, which was 

डुजनह॒द्यकुटिर्, he declares that he would sever it down: 


. dike a ripe कपित्थफल 


Li 


Then, on the suggestion of the king, both of them 
listen to the words of the sarika. From the words 
repeated by the sarika, the king easily concludes that 


a youthful girl had painted her हृद्यचछस in a portrait 


and concealed the truth by giving it out 88 Manmatha 
and that her freind, who scented the truth drew ber: 


portrait and concealed it with रतिव्यपदेश- Further on; 
the Vidushaka listens and mistakes the agema to be 
the vedic chanting of ७ चतुर्वेदी ब्राह्मण. The king soon. 


recognises the real truth and identifies verse to be the’ 
the utterance of a girl, grown frustrated in love and- 


become जीवितनिरपेक्ष The Vidushaka felt that "the 
king was deliberately concealing his feelings and asked. 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 
t. ' 3 .. 


~ 


168 
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| him why he should not frankly Bay that the girl was 
frustrated in her love for him. It was obvious, that the 
King was referred to, since no one else was SEAIA- 


मानरूप: Saying this he laughed ao loudly that the bird 
immediately flew away. 


Both of them then pursue the bird and enter the 
RATE, whereupon the Vidushaka asks the king to 


| bird and take rest in the breezy bower. The 
अ observed the cage of the sarika and 


also the (sre mem. Picking it up, he saw that the 
| portrait was the king’s as he had anticipated and 
$ refused to show the कन्यारल्ल without proper reward. 
in i i d eloquent 

he king snatched it from his hand and waxe : 
e the transcendent charms of the girl. At the very 


- first look, the’girl had entered his heart, like the _ 
noble swan entering the Manasa lake. | 


, ` लीलावधघृतपद्मा कथयन्ती पक्षपातमधिकं मे । 
मानसमुपैति केयं चित्रगता राजहैसीव ॥ 


- a . At about the same time, Sagarika and Susangata 
~~ eome to the banana-bower to take back the चित्रफलक- 


When the king tella the Vidushaka that the sarika had: 
3 already explained why the girl was portrayed with 8. 
© weeping face, Susangata concludes that the conver- . 
- -pation centred round Sagarike. The Vidushaka 8 
bs E question, whether the girl impressed him, leaves 
Sagarika in a terrible suspense. The king's unequivo- 
i ca) declaration of his admiration for her beauty in the. 
most eloquent terms releases her- from the suspense, 
= butallthe same, there was no evidence of the king 


à » 
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loving her. When, however, the king said that he 
deemed it a privilege that his portrait was drawn by 
her, she could sense the king’s love for her and feels. 


+. - relieved that her मनोरथ had not turned out to be an 
empty dream. Sagarika is now convinced of the king's 
love for her. 

The king then observes minutely the bed of the 
girl which indicated her अनज्ञाचस्था and spoke to her 
सणालदार in strains of maddening love. Susangata now 
feels the time is opportune for her to act. She sounds 
Sagarika’s mind by a quibbling sentence (यस्य कृतेः 
त्वसायता सोऽयं ते पुरतः तिष्ठति) and makes her betray her 


eagerness to meet the king. She restrains Sagarikn 
from going away, saying that sho would fetch the: 


सचिन्नफलक in a trice. 


She then enters the bower and cleverly wins the 
king round to her side, by threatening to reveal every 
thing about the चित्रफळक to the queen. When the 
king cajoles her and offers her his कर्णाभरण to please 
her, she says that she would be more pleased, if only 
the king would come out and pacify her friend Sagarika, 
who was angry, because she had drawn her pieture-on- 
the board. The king suddenly rises up to meet Sagarika, 
who, on seeing him, finds herself so paralysed, that she: 
could not move an inch. 


Thus the lovers meet for the firat time and thanks. 
to the clever machinations of Susangata, the king takes. 
the hand of Sagarika. When Sagarika was just be- 

ginning to shed her natural shyness, the Vidushaka, 


commenting on her ARN, exclaims, ` पवाखल्वपरा देवी 
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eates an illusion in the minds 


of ` all, that Vasavadatta was seen near at hand: 
2 Sagarika gets soared and on the advice of Susangata, 


both of them escape through the तमालवीथिका. 
d by the monkey, 


- tho sartka, and the picture-board and thanks to the 
= tenacious efforts of Susangata, the lovers first met; and 
dd the pleasant meeting was hindered by the inadvertence 
| of the Vidushaka, in no time.. ` 


a घासवदत्ता and thus or 
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es = Character Sketches. 
um i General Introduction. 


° In writing the Ratnavali, Sri Harsha was concerned 
swith setting the -pattern of & light court- comedy, 
- — modelling it upon the Malavikagnimitra of Kalidase. 
— Tn euch light plays, serious characterisation 18 neither 
.. required nor expected. Hence. Sri Harsha's main 
n writing the play is. to present a story, 
‘and not to create characters, noble 
| has, therefore, expended all his 
ee ‘on of arresting incidents and 
— . dramatic situations, and consequently, characterisation 
-.. occupies a gecondary place in the play. 


ui ES "Further, there are two other factors, which stand 
- in the way of effective characterisation. In the first ; 
; . place, the scope of the story is so limited, that it is well 
|. nigh impossible to present even a f airly complete 
zm _ picture of any. character, 
of the action,” observes 

right to expect much. contrast: or development of 
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character.” Secondly, as Prof. S. K. De remarks, “the 
-characters of the hero and the chief members of his 
‘entourage are, in a large measure, fixed by tradition." 
Consequently, it would be idle to think of presenting 
new characters or even the old characters in an 
altogether different light, without making drastio 
changes from the original story. In spite of these 
handicaps, Sri Harsha has sketched the characters with 
sufficient precision and made even the minor characters 
like Susangata and Kanchanamala retain their indivi- 
‘duality. 


2 
o 
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22. Cheracter of Udayana 


The Ratnavaliis a light comedy centering round . 
the king’s love for a pretty young face, that he 
‘chanced to come across in the palace. The entire 
‘action in the play§ is connected with his adventures 
in adding this new “catch” to his assets in the barem, 
receiving the inevitable hard knocks—rubbing them off 
‘a8 light shocks!|—meted out by his erstwhile love, 
jealous of a new claimant to the king's finer feelings 
and repulsing the approach of the intruder. The plot . 
.of the Ratnavali may well be compressed in two 
clauses, as describing, how delicately the king woos and 
wins his new love, snd how successfully he pacifies his 
‘old love—who now ceases to be his love and turns to 
bo his wife !—and gets her round to tolerate a brighter 
.entrant into the harem and accomodate herself with 
-the altered situation! As a- result, the only two phases 
of the personality of Udayana, that are held out 
prominently in the play are as a lover and as & 
husband. Other aspects of his personality, as a king 
and as a man, fade into the back-ground, and we have 
but occasional glimpses of these traits. The character 
of Udayana may therefore be analysed under these 
four heads. | i | 
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with fine features, which produced ७ total impression 
of perfect beauty. The ideal of perfect beauty 18 


king’s personality was the nearest approach to this ideal. 
This is confirmed by two facts, first, the illusion of 
Sagarika, while witnessing the worship of Manmatha; 
and second, her equation of the king j 
Manmatha’s. ‘The Vidushaka'8 confident declarations 


are even more patent evidences. He is prepared to 
affirm solemnly that the king is कुसखुमचापसमानरूप and 
that no one else could claim such distinction. 


Finer accomplishments added a beaming crown to 
— sucha fine personality. He hada polished and culti- 
vated aesthetic sense; which was beautifully blended 

with a keen and observant eye. His appreciation of 
beauty in Nature was matched only by the ease with 

which he described it. He could recognise with equal feli- 
. city, the. tenderness 88 well as the grandeur in Nature. 
Nature in her serene mantle of grandeur was no less 
attractive to him than in her lovely garb of tenderness- 
9 _ He could dwell on the alluring tenderness of pleasant : 
^ - garden scenes and the sublime grandeur of a magnifi- 
E cent sun-set with the same vivacity and describe them 

` . both with the same vividness. Two instances would 
- suffice to illustrate the point. The fanciful comparison 
of the trees in the Makaranda garden with men intoxi- 
. cated by wine (भान्ति प्राप्य मधुफ्सजइमछुना मत्ता garit 
E दमाः) and the fine fancy of the Sun dragging the wheel 


E of the horizon with the spokes of golden beams sitting 
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on the top of the setting mountain to supplement his 
solitary wheel (सन्ध्यासृशवरिष्टस्वकरपरिकरस्पष्टहेमारपडूक्ति 
ञ्याकृष्यावस्थितो5स्तल्ितिश्वति नयतीवेष दिक्चकमकः |) are 
fine instances. 


The king was further a tam par excellence, as is 


clearly borne out by the fact, that he got so absorbed 
. in the festivities, that he lost all consciousness of time 
and was not even aware of the lapse of dusk. 


(उत्सवापहृतचेतोभिः सन्ध्यातिक्रमोषपि नोपलक्षितः) 


In conformity with the technical rules connected 
with the नादिका, he is portrayed as a softicarefree 


person with a taste for arts and devoted to pleasure; 
these being the characteristic traits of a hero of the 


type known as घधीरछलछित+ who has been defined as 
निश्चिन्तो घोरळलितः mere: gel खदुः- 


UDAYANA AS A LOVER. 


1. Sincere in love. 


Whatever be his other foibles as & lover, it has to 
bo conceded that Udayana is very earnest and sincere 
in his love for Sagarika. We have the clear testimony 
of his own words giving candid expression to his 


genuine and ardent love for her (प्रेमाबन्धचिदधिताधिकरला 
ग्रीतिस्तु या खा त्वयि) 


The fervour of his love may also be judged from 
the fact that he considered Sagarika’s misery his own 
and was prepared to go through fire and water to save 
her from difficulties when the ecoasion demanded it. 
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` His personality and accomplishments. 


- Udayana had & well-proportioned figure matched 
with fine features, which produced & total impression 
of perfect beauty. “The ideal of perfect beauty is 
represented by Manmatha, the god of beauty and the 
king's personality was the nearest approach to this ideal. 
This is confirmed by two facts, first, the illusion of 
Sagarika, while witnessing the worship of Manmatha; 


and second, her equation of the king’s portrait with 
Manmatha’s. The Vidushaka’s confident declarations 


are even more patent evidences. He is prepared to 
affirm solemnly that the king is कुखुमचापलमानरूप and 
that no one else could claim such distinction. 


Winer accomplishments added a beaming crown to 
such a fine personality. He had a polished and culti- 
vated aesthetic sense; which was beautifully blended 
with a keen and observant eye. His appreciation of 
beauty in Nature was matched only by the ease with 
which he described it. He could recognise with equal feli- 


. . city, the tenderness 88 well as the grandeur in Nature. 
Nature in her serene mantle of grandeur was no less 


attractive to him than in her lovely garb of tenderness. 


- He could dwell on the alluring tenderness of pleasant © 


garden scenes and the sublime grandeur of & magnifi- 
cent sun-set with the same vivacity and describe them 
both with the same vividness. Two instances would 


. . suffice to illustrate the point. The fanciful comparison 


of the trees in the Makaranda garden with men intoxi- 
cated by wine (भान्ति प्राप्य मघुप्रसकमछुना मत्ता इवामी 
द्राः) and the fine fancy of the Sun dragging the wheel 


2 
of the horizon with the spokes of golden beams sitting 
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on the top of the setting mountain to supplement his 
solitary wheel (सन्ध्यास्शावरिष्टस्वकरपरिकरस्पष्टदेमारपडूक्ति 
व्याकृष्पावस्थितो 5स्तक्षितिश्रुति नयतीवेष दिव्चक्रमकेः |) are 


fine instances. 


‘The king was further a clan par excellence, as is 


clearly borne out by the fact, that he got so absorbed 
in the festivities, that he lost all consciousness of time 
and was not even aware of the lapse of dusk. 


(उत्लवापहृतचेतोभिः सन्ध्यातिक्रमोऽपि नोपलक्षितः) 


In conformity with the technical rules connected 
with the नाटिका, he is portrayed as a softicarefree 


person with a taste for arts and devoted to pleasure ; 
these being the characteristic traits of a hero of the 


type known as धीरळलितः who has been defined as 
निश्चिन्तो चीरळलितः mere: सुखी डुः. 


UDAYANA AS A LOVER. 
1. Sincere in love. 


Whatever be his other foibles as a lover, it has to 
bo conceded that Udayana is very earnest and sincere 
. in his love for Sagarika. Wehave the clear testimony 

of his own words giving candid expression to. hig 


genuine and ardent love for her (प्रेमाबन्धविवर्चिताधिकरला 
भ्रीतिस्तु या ला त्वयि) 


The fervour of his love may also be judged from 
the fact that he considered Sagarika's misery his own 
and was prepared to go through fire and water to save 
her from difficulties when the ecoasion demanded it. 
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When Sagarika, branded as a दुर्विनीतकन्यका is forcibly 
E d from his presence, he finds it impossible to- 

T Ea: moment's repose. The mental pioturo of his. e. 
beloved Sagarika ' being threatened by ene furious. oe 
queen) कि घां सागरिकां क्रमोह्तरुषा संतज्यमाना qur) 

"sits upon him like a nightmare causing great mental 

- agony (लागरिकाचिन्तेव मां बाधते). Again, towards the 
close of the third Act, when: he: finds Sagarika attemp- 

ting suicide, his heart throbs with anxiety and he 

- gnatches the noose away from her hand. He feels his 
life going out of him and Sagarika, the ruler of his 
life could ‘alone restrain it (चलितमपि facts जीवित 


- जीवितेशे). 


^ Thetouchstone of true love is the readiness to 
sacrifice for the sake of the object of love and the king 
- js prepared to stake his very life for the sake of Saga- 
_ घोळ. The moment he-hears from the queen of Sagarika 
_ bound in the harem and perishing in the flames, he 
- rushes into the fire without a second thought brushing 
aside the dissuasion and opposition from all present. 
_ Without her, he felt. life was not worth living and hence 


- eonsidered no risk too great for saving her precious life: 


: (सागरिका चिपद्यते, किमद्यापि प्राणा रक्ष्यन्ते). 


2 Sincerity in love for Vasavadatia. 


i 


— This underlying sincerity of his love is to be seen 

CNN relations with Vasavadatta too, before he catches: 

- light of Sagarika. In his enumeration. of the various  . "T 
- factors that thrilled him in the festival, he refers to 

ee of प्रद्योतखुता and again, he considers the 

SOMMA ofy&he: queen ototithecrpery gg eyiiad ३53४७०७०९ USA 
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उत्सव, .(उत्सचात्‌ saara, आपतितम्‌). His tributes 
to the graceful charms of Vasavadatta while perfor- 


ming the worship of Madana have the same ring of 
genuine love ahout them. 


"à. Romances in love. 


Udayana, as a lover, has a yearning for romances. 
in Jove. The light-hearted contest between him and 
: Vasavadatte about their favourite creepers is an 
instance in point. His amorous addresses to V asava-. 
datta in the firs& Aot and to Sagarika in the later Acts 
are full of romantic touches. His solitary musings. 
about the glamourous experiences with a कामिनी in a 
«ie, his marvellous description of the perfect equality 
between the face and the moon proving the जडत्व of 
the moon in rising up (कि पद्मस्यरुचि न इन्ति........), his. 
equation of the limbs of his sweet heart to. 
various cool objects to substantiate their power to 

, remove his अनङ्गताप (शीतांशु सुख्रम्‌-.......) 1] these - 

~ breathe the spirit of the romance and present him a8. 
& romantio lover, visionary and imaginative. 
4.. Chivalry. 


Udayana asa lover is also full of the spirit of 
chivalry. His acceptance of the queen’s prerogative: 
to command him before the attendants in the harem. 
present him as a fine flower of chivalry. Far from 
taking the servants to task, for their apparent auda- 
city, he declares that they had luckily slipped into: the: - 
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~ right word आशापयति Which was particularly graceful | 
during the मदनमहोत्खच- 
5. Weaknesses as a lover. 


(i) His love is of the flesh merely and all higher 
and nobler conceptions of love are almost foreign to 
him. Most of his amorous addresses dwell merely on. 
the physical plane and there is scarcely any expression. 
of the nobler phases of love. His admiration of the 


beauty of Sagarika in the picture (छृच्छादू ख्युगे.......) 
and his experience of the स्पराखुख of Sagarika, while 


resouing her from the blazing fire in the harem may be 
cited as a few of the many illustrations. Prof. Ray’s 
condemnation of this trait is rather vehement, though . 
well deserved. “ The passion of this prince » hem 
observes “is for the person of his beloved. Love as 
indicative of the merging together of soul and soul does 


not enter his conception at all, Hence it is that he 
runs after the-myna to over hear the talk of a love- 
strioken girl and her friend. | 


(ii) There is a second weakness in Udayana, the 

° 10760, which follows as a corollary of the first, His in- 
.— constancy in love is but a natural consequence of his 
love being a purely physical craving. The sight of a 
i - * pretty face is enough for him to change his loyalties. 
His love for Vasavadatia becomes a mere ear and his . 
घ्रेमावन्च is shifted to Sagarika the moment: he is attraot- 

—. wed by her physioal charms. One will not be surprised 
. jf his love for Sagarika also suffers a similar fate when 
E -&he initial flush of excitement is overs i 
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UDAYANA, AS A HUSBAND 


1. Courtesy : 


The one trait that is prominently featured about 
Udayana, as a husband is his continued courtesy. Even 
when he had shifted his love from Vasavadatta to 
Sagarika, he is particularly concerned to pleas» her and 
maintain cordial relations with her. His regard for her 
‘continues, though love has become a thing of the past. 
This explains his persistent efforts to pacify the queen 
and cheer her up, even when he had openly wronged 


her. Thus he comes off as & perfect model of a दक्षिण- 
जायक, who has been described as तुल्योऽनेकत्र दक्षिणः. 


. Now, he loves Sagarika and spares no pains to woo her 
and ‘win her round, but the next moment when the 
queen appears, he professes his love for her and saye 
that he was awaiting her to see the creeper, He spares 
no efforts to please her when the picture had fallen 
within her view and hurries to appease her anger which: 
she had concealed (Rg) on account of her आभिजात्यः 


Again, he yearns to meet Sagarika in the संकेत and when 
he is caught redhanded appeases the queen by nothing 
short of पाद्पतन, An accidental meeting with Sagarika 


makes him forget. his supplication at the feet 
Of the queen—so fresh in the memory !—and he 
waxes eloquent over his love for her. The 
queen again arrives and he tries to defend himself 


by referring to the WW. When she grows 


again furious, he feels sad that her face is robbed 
of its beautiful smile (स्निग्धस्मित) by her दीघेरोष and 
hastens to the harem to pacify her. But once she is 


‘appeased, he is again oppressed by सागरिकाचिन्ता. In the ` 


12 
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- idet of this he still tries to humour his wife by inviting 


ic-show. ‘This constant shiftivg from the 
ner e re eger indioates only his deep concern not to: 
aa d the feelings of Vasavadatta, even when: he does. 
ud pede her. These shifte remind one of Kalidasa’s 


eloquent comparison; “ नदीवोभयकूलभाक्‌ ? while describing. 


ji es of Surpanakha to Rama and 
0 epee A m on this aspect of the charac- 
a AES Prof. Keith writes as follows, in a tone of 
SA in sarcasm. He refers to Udayana as ‘a noble 
1 d e hero, who is always courteous, whose loves, that 
m i aU mean very little to him and who does not forget 
io assure the old love of his devotion, while playing wie 
the new. This is a different aspect of Vatsa’s character 


from that displayed by Bhasa and admittedly a much 3 


inferior ९१० - UDAYANA AS A KING | 

| i | hile not 
1. As a king, Udayana is one ४४30, Ww noS 
SF the responsibilities of kingship all by him 


gelf, ig not all the same at the beck and call of his - 


ministers. He is, technically speaking, not स्तात Or 
सचिवायत्त out उभयायत्त, This is clear from the fact that 


he first says that the burden of government had beeni 
placed on his efficient ministers (ग्रेग्यसचिवे न्यस्तः समस्तो ` 


-" 


भर:) but later -takes objection to Yaugandharayana - 


placing Sagarika in the queen’s custody without his con- 


ont (कथमसौ मामनिवेबैव qu कृतवान), Further, the fact that 


: in fear at being 
Yaugandbarayana’s heart throbs in के 
री and his appeal to the King for f orgivenese 
proves olearly that Udayana, while depending on his 


ministers, was not. a king who danced to all their | 


tunes! 
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i 2. His concern for the welfare and prosperity of 
x subjects can also be gleaned from s few casual 
reterences. While enumerating the different causes of 
his happiness, he refers to the happiness of his subjects 


at having a benevolent rule in the kingdom (सम्यकूपालन- 
लालिताः). The joy of his subjects. is his own joy and he 
observes with proud satisfaction the prosperity of 
his subjects, which was reflected in their dress at the 
festival and which even surpassed the चित्तेशकोइा- 
Udayana, the king is wedded to the lofty ideal of 
अजारझन, l 

3. We get alzo a few glimpses of the true Ksha- 
triya in Udayana. The introducfion of the overthrowal 
of the king of Kosala is intended only to present him 
in the heroic spirit. As true Kshatriya he appreciates 


valour wherever it is found and pays a liberal tribute 
even to his enemy, the king of Kosala. 


UDAYANA AS A MAN 


Though the nature of the plot is not favourable to 


present the portrait of Udayana as a man, there area . 


few casual touches of characterisation, which furnish 
some stray details about the traits of Udayana, the 
man. > 


1. He has such implicit faith in mantras that even | 


before he sees the result of the दोहद personally he feels 
fully confident in its success (तस्येव दोहदस्य लव्धप्रत्ययत्तया......) 
He openly gives expression to his unflinching faith in 
mantras when he tells the Vidushaka—: संशय:, अचिन्त्यो 
हि मणिमन्त्रौषधींनां प्रभावः. 
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| rominent trait of Udayana the man, 
is uh ae master treating all those that work 
with him and under him with maximum generosity and 
love, This is clear from the fact that even Susangata 
claims liberties with him relying on his graciousness 
(प्रसाद). The freedom with which Madanika and Chuta- 


ioe roach the king in the first Act is also an index | | 
| LEUR गक to his servants and subordinates. No .- 
wonder, such kindness on the part of the master won 
| ‘such great esteem and love from the servants. The 


Kanchuki, meeting his master after a long time, ex- | 


periences goul-thrilling delight, which is beyond words 


(यत्सत्यम्‌ आह्वादातिशयेन कामप्यवस्थामुद्दहामि) and describes his 
feelings with a warmth unimaginable between & servant 
_ and a master. 


प्रवृद्धि कम्पस्य प्रथयतितरां साध्वसवशात्‌ 

अविस्पष्टां दृष्टि तिरयति पुनर्बाष्पसलिळे: | 
स्खलद्वणा बाणीं जनयतितरां गहदतया 

जरायाः साहाय्यं मम हि परितोषो5द्य कुरुते ॥ 


23. Character of Ratnavali. 


Introduction. 

54 The figure of Ratnavali, as it emerges from the 
drama is as hazy and obsoure as it 18 incomplete and 
imperfect. Strange as it might appear, the characteri- 
gation of the very heroine of the play is, to say ihe 
_ least, scrappy in the extreme. She is as though covered 
. by s veil and even a close and searching gaze at her 


— veiled image reveals but a few disconnected outlines of 


zt 7 
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Physical graces. 


As for her physical personality, though the drama- 
tist has not cared to give a pen-picture of his heroine 
revealing her lovely features with precision or fullness, 
still the consummate beauty of her figure has found 
frequent reference and deliberate emphasis. That she 
was an unparallelled beauty with alluring charms can 
well be made out from the fact that the mere sight of 
her portrait evokes the king’s finer feelings and wins 
her his love. At the very first look of the picture, he 
is arrested by her matchless loveliness and on being 
questioned by the Vidushaka, he says that to say sim- 
ply that she pleased his eyes would not reflect the 
truth, for in reality his eyes were thirsty to drink of her 


beauty (मद्दृश्स्तिषितेव,...). He waxes eloquent over the 
chiselled features of her charming personality referring 
particularly to the ऊर्युग, नितम्वस्थल and the beautiful मध्य -— 
with its triple wavy folds (त्रिवलीतरञ्ग). Later in the 
privacy of the Madhavi bower, where he addresses the 
supposed Sagarika as आहादकराखिलाज्ञि, he climbs the very 
dizzy heights of romance in his exposition of how all 
her limbs were delightfully cool to quench his अनज्ञताप--- 


शीतांशुर्सखमुत्पले तव करो पद्मानुकारों करो 

रम्भागर्भनिभं तथोर्युगळं बाहू सृणालोपमो । 
There is no doubt a ring of conventionalism in the 
dramatist’s descriptions of her beauty, as for instance in 


the king’s reference to her face as an अपूबपूर्णन्दु created 
by Brahma, in his statement that she surpassed Lakshmi © 


(लीलावधूतपद्मा), in his address to the amean pointing to 
CC- 
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the absence of अवकाश between her breasts even for itg . 
सूक्ष्मतन्तु (a clear echo of Kalidasa’s description of parvati|) . 
and in such expressions as पीनस्तनजघन, स्तनयुगपरिणाह, Say 


and others. But conventional as ‘they are, they do 
shed sufficient light on the chiselled perfection of her 
features. Jf is not only the King, who ia thus enchan- . 


- ted by her beauty, the Vidushaka is really startled at | 


seeing such a beauty in the मजुष्यलोक and Susangata 
has no hesitation in placing her at par with रति. Itis | 
but proper therefore that both the Vidushaka and 
Susangata should designate her as a कन्यारत्न and that _ 
the King's fancy should rise to real poetic heights, when 

' desoribing this beauty-queen of the world (जगत्वयललाम)- 
the fore runner of the “ Miss Universe” of. modern 
times! 


eu: प्रथुतरीकृता जितनिजाब्जपन्रत्विष: 
चतुर्भिरपि साधु साध्विति मुखैः समं व्याहृतम्‌ | 
- शिरांसि चलितानि विस्मयवशादूभुवं वेधसा 
विधाय seat जगत्रयललाम भूतामिमास्‌ ॥ 
Deep and ardent love for the King, — E 
The only trait of Ratnavali, which is depicted in 


~ — some detail is the ardour of her love. Her natural | 


feminine curiosity, which prompts her to linger behind 

to see the मदनपूजा gets her the coveted prize of the King’s 

love. When she discovers that he, whom she had mis- 
taken 05 प्रत्यक्षमन्मथ, was no other than king Udayana, 
ri CC-&orwhom shesnhad-alxead y. been. rhetzothedjoshe; tusas 
E : 


P. 
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dack to steal a second glance at that veritable Manma- 


tha in flesh and blood, and this sees the genesis of her 
love for him. Her love is a case of love at first sight, 
and if its birth is sudden, its progress is nothing short 
of meteoric! The genuineness of the love is clearly 
borne out by the fact that she considers even the curse 
of servitude in the palace, a blessing in disguise and 


sven the life which is परप्रेपणदूषित becomes अभिमत ! Her 


Jove soon develops into an irresistible passion, which 
almost maddens her and drives her to desperation. Her 


addresses to her own heart, which she brands as dus 
her cha: ges against the invisible zz«r74 for his shameless 
attack of a woman and her tender appeal to the king in 
the picture, whom she forgets to be चित्रगत; all these have 
tho peculiar ring of the उन्माद stage of love. She is however 


not slow to realise that the course of her love could not 
run smooth and that her own end would be its logical end. 


_ {प्रियसखि विषम प्रेम मरणं शरणं केवलमेकम्‌). So greatis the ardour 
of her love shat she courts death with a smile, only she 


wantsto havea parting glance at her lover in a picture. 
The real fervour and depth of her love again become 


evident later when the scheme of Susangata to bring 
the lovers together collapses. In bitter frustration, she . 


is then on the very verge of committing suicide; but 


even when she was thus कण्ठगतञआण an accidental meeting — 


e 
with her lover is sufficient to make her feel ताथ. . But 


the best proof of the real depth of her love is furnished 
by the conflagration scene. She welcomes tbe embrace 
of the advancing flames with open arms and faces death 
with & courage, which only genuine love could; but even 
4hen the appearance of the king revives her जीवितामिलाष. 
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It is this that furnishes the correct measure of the 
depth of her iove. To her, 98 with all lovers, life ig 
interesting only as long as there is the light of the lover 
and his love; without him or the hope of getting his 
‘Jove, it becomes dark, bleak and barren. 


. High sense of honour. 


Though a cruel fate had consigned her to service E 
in the harem of Udayana, she still preserves in tact her 
sense of honour and self-respect, which is inborn in her, 


— as the daughter of the great Vikramabahu. (उदात्त- 

. वंराप्रभवस्य विकरमवाह्दोरात्मजा)' True to her great pedigree she 

feels that ber body was defiled by servitude (परप्रेषणदूषित).. 

. It is again this sense of honour that makes her prefer 

death by suicide to the ignominy of being punished by 
the queen (न पुनर्ज्ञातसक्रेतवृत्तान्तया देव्या सुसंगतेव परिभूतास्मि) 
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Over-sensitive nature. 


Another trait of her character, portrayed in the. 

— play is her over-sensitiveness, which on occasions is 1 

—— born of her feminine timidity. So extremely sensitive 3 
- — 18 she that she is unable to bear the prick of even the 

- — least unpleasant occurrence. -Her broodings over her 

—— one-sided and unfulfilled love drives her to depression . 

_ and frustration and even makes her seek solace in E 

3 

x 


© suicide (मरणं शरणं केवलमेकम्‌). It i this weakness of her 3 
E charaoter that makes her seek frequent refuge in death. — 
— ‘This sensitiveness even paralyses her limbs (ऊरस्तंभ) 
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(मम कण्ठगताः प्राणाः) addressed to her by mistake of identity 


pricks the bubble of her sense of self-importance and 
makes her feel offended and she tells the king coldly 


that his feelings for her were only अलीकदाक्षिण्य. 
Some minor traits, 


Besides these three prominent aspects of her 
character, a few other minor traits have been casually 
touched upon. Shyness, the crown of feminine graces, 
which the king beautifully describes in his portrayal of 
a संकेतस्था कामिनी has found occasional reference, as in her 


attempt to conceal her love even from Susangata and 

in her first meeting with Udayana. The tenderness of 
her affection to her parents, so natural in a girl of her 
age and placed in such circumstances, comes to light in 

her pathetic addresses, at critical moments, to her 

parents cut off by miles of land and water. 


Conclusion. 


Thus Ratnavali is pictured in the play asa sen- 
sitive girl of high pedigree, with fine looks and finer 
feminine graces and not exempt from the feminine 
weakness of timidity. It must, however, be said to her 
oredit, that in spite of the timidity; so natural in her 
sex, she had in her an admirable sternness of will and | 
moral courage, which she could muster up when occa- - 
sion demanded it. Though weak, her heart had a rare 
toughness at the core,—surprising in a girl of her age— 


which enables her even toface the furious fuming. - 


flames with a serene smile aud to feel perfectly at home 
(स्वस्थ) even when the flames had well nigh engulfed her 
(आसन्नहुतवहा). It is this secret strength of mettle that 


enables her to brave the vicissitudes of her fortune and: 
face all odds with extraordinary fortitude. Nothing 
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E S | 
- could cool down her tremendous courage, nor damp her 
. .dauntless spirit; not even 8 condemned life in a strange . 
— and far-off country; out off from her own kith and kin, 
l the privileged posi- 


TO «8 
not even the precipitous fall from 
to that of a simple servaut—from & 


ed 3... ui ७ टी L] "ei 
— tion of a princess ; 
ed of thorns!—nay, not even a disas- 


- — 4rous sbip-wreok in the जलनिधिमध्य ! .. 


5 dpa MEN rcge eh. 
. 5३७0 of roses to à b 


| : 24 ‘Character of Vasavadatta. 


Fe 3 व 
— .- phe field of the action of the play isso limited and 
ae of the characters, 80 restricted 
Sane it is hard or impossible to present their persona- 
. ities in all their varied aspects. Prof. Wilson has 
E .. rightly remarked that, “in the ciroumscribed limits of 
— the action, we have noright to 
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= "Wasavadatta is no exception to this. 
ie t 


~ 
> 


portrait betrays a severe lack of completeness and 
1800 whole. ` 


pee ino. ces of her. personality are dwelt 
E. "upon. at very great length in the first Act, where she 
sess- 00m ff as a Ra transcendent charms, though 
CETUR LT ] , her figure fades into the back-ground 
side of her brighter rival in the brilliance of 


T 


25 ‘on her beauty one has no reason to feel, that she 
y: was inferior to Ratnavaliin any way. The eloquent 
BN | of the King to her during the worehip of 
et iis umes of her consummate ‘beauty. 
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and delicate softness of her limbs that earn sponta- 
neous admiration and unstinted praise from the king. 
The king's comparison of her slim flowery figure 
( कुसुमसुकुमारमूति :) to the चापयष्टि of Manmatha and then to 
the tender shoot of a वालप्रवाल and the fine fancy equa- 
ting her rosy palm to a सदुतरकिसलय of the asoka tree; all 
these threw a flood of light on the delicate tenderness 
of. her personality. The final romantic exclamation 
that Manmatha would regret his अनङ्गत्वं that day, since 
he missed her पाणिस्पशत्सिव, furnishes the most convin- 
cing proof of her exquisite physical charms. 

"Genuine love for her husband. 


The most prominent trait.of  Vasavodatta's 
sharacter is her ardent love for her husband, which 
might almost be described as self-effacing, The finest 


" proof of the fervour of her love for him is furnished by 


the king himself. Even after Sagarika had won his 
heart, he speaks highly of the ardour of the queen's 


Jove, which he describes as THI and is sure that she 


would cast her life away in desperation. When the 
king enters into the fire, she is the first to follow him 


into the flames with dauntless courage and this pro- 
vides a true measure of the depth of her love. Again, 
when the fire disappears mysteriously, she strokes her 


husband's body with a peculiar warmth and derives 
genuine satisfaction at seeing the king अक्षतशरीर, She 
is thus depicted in the light of a true पतित्रता, whose 
highest pleasure lay in her husband’s well-being and 
who would readily stake her life for him. 
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Quite & different aspect of the love between this 
couple is brought to light by the episode of the creeper- 


contest. This exceedingly fantastic incident beauti- 


fully depicts the romantic nature of the love that bound 
— this couple together, even after many years of married: 
life. Love had not grown stale or hackneyed through 
familiarity, but preserved its native charms and pristine 
freshness for ever. Rare indeed is such love that . 
retains its lighter romances after. years of married 
monotony ' 


_ Generosity. 

The extreme generosity, which she shows towards 
the king, even when he had proved faithless gad had 
wronged her, is but a natural corollary of the genuine- 
ness of her love for him, which well-nigh borders on 
devotion. Even after having personally known of the 
- faithlessness of the king by his romantic addresses 
_ steeped in love to the supposed Sagarika in the माधवीलता- 

मण्डप, She still forgets it and forgives the king with a 

readiness, which is almost unbelievable. She had heard 
with her very ears ‘the king's romantic equat ion of 


— Sagarika’s’ face to the moon ( fa पद्मस्य रुचि न हन्ति........), 


m ‘bis amorous exposition of his fine thesis thut she was 
` आहादकराखिलाज्नी and his passionate appeal to her to- 


Ta quenoh the burning heat of his love (अनङ्गताप) by press- 
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love to Sagarika and receives the last crushing blow to 
her love. What oan be worse than to be told :— 


इत्थं नः सहजामिनात्यजनिता सेवैव देव्याः परं 
प्रेमाबन्धविवर्थिताधिकरसा प्रीतिस्तु या सा त्वयि | 


{t is, however, on account of her extraordinary magna- 
nimity that she forgets even this dreadful shock after | 
a time and continues with the king with the same affec- 
gion and devotion, as is clear from her arrival at the 
megic-show and her following the king into the fire. 


She thus fully deserves the epithet महानुभावा by which 


the k the Vidushake describe her. Kanchana- 
Sg vi Cad understood the nature of her mistress 
with studied accuracy knew her meager well and 
that is why she counsels her mistress to forgive the 
king, when he had fallen prostrate at her feet, ior 
otherwise she was bound to repent her own discourtesy. 
(एवसुज्झित्वा गताया अवश्य पश्चात्ताप भविष्यति). It is this mag- . 
nanimity that makes her unsuspecting and tore the 
report of the king’s supposed illness at its face value 
and send two messengers one after anot erto EXE 
of the king's progress, whereas in reality, iac EAT iE | 
sickness was.only & cover to his love-sickness (अस्वस्थ- 


तामियेण मदनावस्थां प्रच्छादयन्‌ ) Kanohanamala is thus per- 
| feotly right when ghe characterised the queen as too 
simple and straight forward. (IRES). ` 
Vasavadatta is thus every inch a महानुभावा and her 
महानुभावता comes to light again at the close of the drama; 


EES : t 
Ratnavali with her own ornamen 
Vr nOn. evil to the king with & special appeal 


to please her at ali cost as her जनककुल was far away. 
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y of à woman ever go farther than 

husband to love her rival more ¢ 
ven tho adiz towards 
tal advice to Sakuntala it 


Can the magnanimit 
to request her own 
- This seems to surpass e 
` संपलीजन in kanvas immor 
. Kalidasa's Sakuntalam ! 
7 -- Jealousy 

 Asmogenimitytowardsher husband was a corol- 
~ — Jary of her love for him, 80 was jealousy an even more 
naturel corollary of the depth of her passion The 
` deeper the love, the more jealous it always 18 Natu- 
— — rally enough, in the initial stages, her love for the king 
ould ‘not tolerate a rival and she is hence jealous of 
laimant to the king's heart. The 


= any prospective o 
precautions she takes to prevent Sagarika from falling 


~ within the king 8 ष्टिगोचर by sending her away from the 
: poene of the मदनपूजा, the “7७७ head-ache that she gete 
at the sight of the franes, her subsequent instructions 


हि 

— and reward to Susangata for taking proper care of 
= Sagarika, her immediate intervention to foil the secret 
E E - plot to bring about a clandestine meeting of the lovers 
~ jn the Madhavi-bower and lastly, the drastic punish- 
- ments she meets out to Susangata, Sagarika and the 
m Vidushaka—all these are the inevitable results of her 


“es 


jealousy in love. 
M Soft-hearted nature. 
ER E. 


— — . "The delicate tenderness that is an attribute of her 
exterior is equally an attribute of her heart. It is this 
innate kindness towards all, particularly her attendants 
- . that makes her forget and forgive their wrongs and 


em 


arns for her the well-merited title of परिजनवत्सला from 
Of hier ordinary attendants, Madantka THe" dry" 
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release of Susangata and the Vidushaka, in spite of : 
their serious breach of faith and even mors serious. _ 


conspiracy against her very self is a clear instance of 3 
her परिजनवात्सल्य, The Vidushaka secured not merely his- - 5 
release but presents of पद्म॑शुकयुगल and कर्णभरण, with a is 
sumptuous quota of sweet-meais to boot, offered by her- 

own sweet hand (स्वहस्तदत्तेर्मो दके: चिरस्य मे उदरं पूरितम्‌) 3 

"Again, the report of fire in the harem melts her soft 
heart—sott even towards a potent rival!—and makes- vi 
her confess the secret captivity of Sagarika and appeal | - 
to the king himself to rescue her. | 
Some minor traits. 


À few minor traits of her character are also inci- - 
dentally touched upon by the dramatist. The most 
prominent among these is her affinity for her native 
home and affection for her kith. This explains the 


special पक्षपात she felt for the magician just because- 
he came.from Ujjain. Kanchanamala, who knew her 
mistress well refers to this and observes, “ जानामि 
कुलवहुमाना देवीति ” Her affection for her near relatives 
becomes abundantly clear, from the eagerness she 
betrays to meet the chief minister from her मातुलकुल, . 
which makes her call for the suspension of the very 
interesting show of the Aindrajalika. 


Another very minor trait of the queen, which finds. 
8 most casual mention in the play is her fine aesthetic. 
sense, which pins her attention to the beautiful natural. - 
scenes in the garden, in such a way that her heart gets = 
Bo rivetted to the exquisite beauty of the scene. 
(अतिशयरमणीयतावक्षिप्तहृदया) that her eyes refuse to be- 
—  gevered from them! DOS | 
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Resourcefulness at times of difficulties and even 
moments of crisis is another trait which she displays 
in the ease with which she contrives to send Sagarika 


away from the scene of the मदनपूजा, without giving any 


cause for suspicion to the latter by inventing a clever 
and plausible excuse, on the spur of the moment. The 
same trait is again discernible in the masterly way, by 
which she not only fools the gullible Vidushaka and 
- foils the secret conspiracy of this self-styled Brhaspati, 
but at the same stroke lands the king in the most 
awkward situation, catches him red hand and exposes. 
- his hypoorioy beyond all redemption l 


25. Character of Susangata. 


In spite of the fact that characterisation occupies 
a less important place in the drama than plot-develop- 
ment, it is gratifying to note that minor characters like 
‘Susangata have not suffered as much as the major ones. 
Yn faot Sri Harsha has given the two chief maids 
Susangata and Kanchanamala, a distinct stamp of 
individuality which they retain from the beginning to 
the end. - 


Shrewdness. 


~ The most important of the traits of Susangeta is 
her shrewdness, which is almost inborn in her. The 
manner in which she rings out & confession of her love  . 

- for the king from the shy Sagarika by drawing the 
Jatter’s picture under रतिव्यपदेश ; her masterly scheme for — — 
_ bringing about a secret meeting betweon Sagarika and 
the king by the clever use of the queen's suit of clothes 
received by her as a. present; the clever quibble of 


DW | 


- .. words she employed to understand Sagarika’s mind 
ee (यस्य कृते त्वसागता........); the very ingenious method adop- 


| ^od) bg.obera tagetotheking, DYRE sober side, hy, Shrea- 
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tening to expose the चित्रफलकबन्तान्त to the queen and 


. lastly the cunning tricks she devised to make Sagarika 
shed her shyness and to prepare her to take kindly to 


meeting the king—all these speak volumes of the native 
shrewdness of Susangata. | 


Practical wisdom. 


Susangata is portrayed as an adept sohemer and 
sho does not lack the essential quality of any schemer, 
namely, extreme practical sense as much in laying out 
plans as in their actual execution. She is forewarned 
in everything that she does. Before actually bringing ~ 
about the union of the lovers, she takes care to ascer- 
tein if Sagarika was mentally prepared and equipped 
to meet the king in person, as otherwise her efforts * 
would create & situation awkward to all Again her 
suggestion to Sagarika that they should follow the bird 
firs and then think of picking up the picture-board 
shows her practice! sense, As is quite obvious the 
pioture is more secure than the bird released from the 
cage and he was not slow in recognising this. 


Love for Sagarika. 


Another remarkable trait of her character is her 
boundless love for Sagarika, which becomes evident on 
many occasions. She does not mind even the queen’s 
displeasure in serving Sagarika’s interests. .So deep and 
self-effacing is her love for her that she does not consi- 
der any sacrifice too great for her and is prepared to 
stake her all for her. She goes through captivity with 
a smile and does not even speak a word about it. Even 
after her release, she continues to serve the heroine’s 
cause with the sams zeal, by. meeting Vasantaks and 


telling him about the रत्नमाला, She literally weeps before 


him while informing him about the severe action against 
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-Sapari d this furnishes & correct measure of the 
ye Fe of her love for her. The genuineness of 

ther love may also be judged from the fact that Sagarika. 
= reposed her full confidence in her and confided all her 
= georets to her without any hesitation. 


. . goldues. .. C1 
| — The boldness of Susangata borders almost on auda- A 
= oity. This intrepid ‘girl, a mere hand-maid in the 


harem, had the courage to threaten the king himself | 


^ about exposing the चित्रफलकद्ृत्तान्त to the queen. She had 
. ing himself (मयापि wg: प्रसादेन ऋडितमेव). Her fearless- 
‘ness becomes even more apparent in her treacherous us 


ES  £&remendous risk involved in such audacious intrigue 
. against the queen, 


= Resourcefulness. 

— . "Resourcefulness is a quality essential in an intri- 
it guer and Susangata has it in adequate measuro. Thie- 
35 clear from the case with which she suggests a way 
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out of any difficulty. When the monkey runs amuck in - 
- the garden, ghe immediately suggests a place of safety - 


LE hiding. Again at the first meeting of the king and 1 
X Sagarika, when the Vidushaka's olownish ejaculation — 
p (at, एषा खल्बपरा देवी वासवदत्ता) cayses an apprehension of the | 


dd eC us “td K ६९. (कई SHA हक: 


GP queen's arrival and Sagarika gets perplexed, she quickly : 
= sts the proper way for their escape, by pointing 


the courage to out a light joke at the expense of the . 


- "of the queen's dress to disguise Sagarika. Even the * 


could not deter her from her resolve-. 
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Disloyaliy to the queen. 


There is however one serious flaw in her character 
—a single dark blot in an otherwise bright picture— 
that she is disloyal and even treacherous to her queen. 
She betrays her good queen and the trust she had placed 
in her by her daring misuse of her dress and thus. 
becomes liable to the charge of gross ingratitude and 
treachery to her own mistress, at the hands of Madanika, 


who says, हतासि त्वं सुसंगते येवं परिजनवत्सलां भद्विनी वचयसि. All 
this is no doubt true, but it must be said in defence of 


Susangata, that this flaw of disloyalty to the queen is. 
the inevitable consequence of her loyalty and love to: 


Sagarika. It was as impossible for any one to serve 
and please both of them simultaneously as it is to row 
with and against the current simultaneously ! 


Conclusion. - 


It will thus be seen that Susangate is a gay and 


. ligbt hearted companion of Sagarika, whose most 


dominant trait is her shrewdness—one might as welt 
say craftiness—and who expends her courage, her 
wisdom and her all for the sake of her mistress, whom 
she loved and loved dearly. She is not simply the 
* pleasant and merry girl, who makes excellent fun 
of her mistress” as Dr. Keith has characterised her, 
she is much more, she is an astute and alert companion, 
wise and resourcofal who has genuine love for her 
mistress and also an intrepid intriguer, who does ex- 
cellent service to her mistress by her sagacious 
schemes. 
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-Additional Questions 
ial life in general and 
i . What do you gather of social li 
ete in particular, during the days of Harsha 
from the Ratnavali? ME 
s Outline the plan jointly devised by agantaka 
i nd Susangata tö bring about a ‘meeting between the 
l hero and the heroine and explain how the plan was 


foiled by the queen. Whom do you consider responsi- - 


bleifor the failure of the plan १ 
1 | je ew -- OF 
| Outline the circumstances that led to the im- 


:sonment of Sagarika. 
ES Explain clearly the circumstances that led to 


the release of Sagarika, her reconciliation with Vasava- | 


imate ia ith the king. 

datta and ultimate marriage wit 

Am e Trace the development of the love between 
agarika and Udayana. y oe 
aE = ह. eg एवास्माकमापतितो महाननर्थः-- D0 you think that 
ae i 1180 against 
‘Vi a really deserves this charge leve i 
se MEST king? Examine how far he has been ot Ji 
m — ġo the king and how far he has been of disservice to im 
Y ae 6. ‘The course of true love never rung xc 
E Examine the truth of this statement with reference 
. Gagatika’s love for Udayana. ; 
M Seger Write an essay on ' Humour in tho play . : 
— 8, What do you gather of court-life in the days 
of Harsha from the Ratnavali ? 


= 
Tes, 


dramatist? or श्रीदर्षो निषुणः aR Discuss. ` 
0. Write short notes on : " कौशा$बी, त्रेताभि, "a, 
«४ 5८ 331 S 
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Model Explanations. 
1, विश्रान्तविग्रहकथो, रतिमान्‌ ,जनस्य . 
चित्ते वसन्‌, प्रियवसन्तक एव साक्षात्‌ | 
qiga निजमहोर्‍सवदशनाय 
वत्सेश्चरः कुसुमचाप इवाभ्युपैति ॥ 
Soon after Yaugandharayana had completed his 
survey of the progress of his plans and explained how 
fate had givon him a हुस्तावलम्व in the matter, he hears 


the चर्चरीध्वनि of the citizens celebrating the festivaliof 


love, He coon observes that the king had reached the 
. balcony of the palace to witness the joy of the 

IÀ citizens, | 
He then describes how the king looked like Man- 
matha himself coming to see bis own festival in eager- 
ness. The comparison between the king end Manmatha 
is set out in the first half of the verse. The resem- 
blance between the two is purely verbal, being based on 
four punning epithets, cleverly chosen to be applicable 
to both of them, (1) The firat epithet विश्नान्त विश्रहकथ? 
as applied to the king means “ with all talk of war set 
| at rest " and as applied to Manmatha, it means “ with 
| all talk of body set at rest". The ides is that since 
| all the enemies of the king had been defeated there was 
no longer any talk of wer. The word विग्र means ‘war 
and कथा means ‘conversation or talk.’ In the case of 
Manmatha, the word विग्रह means ‘body or ‘bodily 
existence’, and the idea is thsi since Manmaiha had 


been reduced to ashes by the fire that darted forth from 
eet rof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 
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ere was no trace of his body left behind. . 
s the same meaning as before but | 
— 18 idiomatically used to denote emphatioally the total 
- absence of his body. (i) The second epithet रतिमान as 
E applied to Manmatha means ‘having Rati or in other 
= words, ‘one who has Rati as his wife’. hen taken 
__.-qith the king, the word रति 
^ emotion of love", (technically recogni 


" , 
"ow 


LU Sivas eye; th 
Here the word कथा he 


sed as the स्थायिभाव 


. f sue) and the epithet would mean that he was fol 
' — of love or in other words that love was then kindled in 


S his heart. This is quite na 
: the festival of Manmatha, when the hearts of all are 
- — attuned to love. (ii) The third epithet जनस्य चित्ते वसन, 


means ‘dwelling in the heart of the people’. With ——. 


e ` Manmatha, it would. refer to the faot that ho always. 


5 abides in the hearte of all. The heart is the seat of love 
and hence Manmath is said to be born and to live in 
93 | 


“ ue 


i tho heart and is, on this account, called मनोभव. With 


$ ` great popularity and esteem that. he commanded with 


- his subjects since he was permanently abiding in their 
‘hearts. (iv) The fourth epithet प्रियवसन्तक, taken with 
the king means, ‘one to whom Vasantaka is dear’ and 


refers to his boon-companion Vasantaka. Taken with | 
| , it refers to his fondness for spring, which is | 
as his trusted companion Vasanta. In the _ 


lo Fee 
~~ s* + e) 
E 
= x 


~< re 
M 
; 
-— d s 
ge, Ro” “= 
^ 


) y d "fs 


may be taken to mean “the © 


vural, as the occasion was.. 


l . reference to the king, the epithet would suggest the. 


OEN त N vu : 
^ RT HCM Pate TT is dd Y Y. ORC UN EORR ३. 


UTD Me coming to see the festival, which wa E 
ngdom and it could therefore be des- | 


199 


Manmatha with equal, if not greater, appropriateness 


as the festival was devoted to him and was his in 6 
very real sense. 


i ५. लीलावघूतपद्या कथयन्ती पक्षपातम्‌ अधिकं नः | 
| मानसम्‌ उपैति केयं चित्रगता राजहंसीव ॥ 3 
When the Vidushaka was withholding the चित्र- 34 


"फलक from the king, the latter forcibly takes possession 
of it and is amazed on seeing the picture of the girl 
spoken of as a कन्यारल. He then expresses his admira- 
tion for the beauty of the girl in this verse. 


“Who is this girl in the picture?” he asks his 

friend, “who had entered his mind (मानस) like a royal 

A swan entering into the Manasa lake.” The comparison 

| of the girl in the picture-board with the female राज- 

इंस is substantiated by well-chosen epithets, which apply 

to both, by means of clever puns. 

| | The first epithet लीलावधूतपद्या, as applied to the girl 
means, “ who easily disgraced Lakshmi” (लीलया अवधूता _ 

qa यया सा). The idea is that the girl was 80 beautiful 

in comparison with Lakshmi that she easily surpassed 


i j hmi in & 
her and could win an easy victory over Laks d 
वक यी qat means Lakshmi and लीला is used in 


the sense of ‘ease’ and लीलया would mean “with utmost 
ease”. The word लीला may also be taken in the sense 
of बिलास or grace, in which case the epithet would mean 


i irl outshone Lakshmi by her physical graces. 
pee UC gwan, tho epithet means, shaking 


नियया सा. | 
he lotuses gracefully”. (लील्या अवधूतानि पद्मानि. य 
CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by 53 Foundation USA 
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The idea is that when the swan touches the lake des- 
cending from above, thelotuses are all tossed about and 
acquire & special grace 85. they are thus waving In the 
air. Thus the descent of the bird and the tossing of 


the lotuses are both graceful. The word लीला is here 
-taken in the sense of विलास or “graco”. 1४ can 8180 be 


taken in the sense of कीडा or sport, in which caso the 
epithet will mean “shaking the lotuses by its sport” 
and may be interpreted a8 referring to the swan sport- 


ing in the lake and shaking the Jotuses while sporting. ` | 


- This interpretation may be discarded as the swan in 
the comparison is spoken of as just entering the iake. 


A different interpretation of the epithet as applies 

. to the girl has been suggested by Krishnanath Nyaya- 
panchanana. He explains it as meaning “ shaking a 
lotus in sport’ and supposes that the girlia the picture 
was represented as having & lotusin her hand. But this 


- does not agree well with the word अवधूत, for a picture 


oan represent a girl as holding a lotus ang it is rather 

difficult to present her as waving it. Further, as Prof. 
‘Ray remarks, this ‘ould not suit Sagarika in her pro- 
sent humble position of a servant to the queen". 


E 2j The second epithet कथयन्ती पक्षपातमधिकं नः, as applied 


: - special predilection for. him. In other words, the gir! 
- — "had indicated her love for him by drawing his portrait 


e E 
wer 
ees 
A 


the common sense of partiality, (पक्षे पातः) पक्ष mean- 
Et; ing "side" and the plural in न: is to be taken as षष्ठयन्त 


5: end as suggestive of royal dignity. As applied to the 
- CC pid, The epithet ०४०६५०, Sediaglayingediors3 usencesstKe 


7 

~= 
auy 

१६७ 


P». 


> 


by the side of hers. The word पक्षपात is here used in | 


L 
yi 


= to the king, means that the girl was expressing her^ 


SF | 
A २ MMO T 10 0. us OT e te 


Le IPAS 


201 


flapping of wings”. The meaning in this case would be, 
that the bird was flapping its wings quickly as it was 
descending.into the lake and the idea is that the bird 


, was descending with great speed. The word पक्षपात in 
this 0880 literally means “ fall of wings" (पक्षयोः पातः) the 
word पक्ष meaning ‘wing’. नः, in this case, is taken as. 
AJAR, and as referring to the people in general, that 
is, those who witness the bird descending on the lake. 

The third epithet चित्रगता, as applied to the girl 
means ‘painted in a picture’ (चित्रं गता) and as applied to 
the bird should be construed as ‘having a wonderful 
gait’ (चिन्नं गतं यस्याः सा) referring to the proverbial grace 
of the swan’s gait. 


x Additional passages for explanation. 


ACT I . 3 
अस्मिन्‌ प्रकीणपटवासकतान्धकारे........ ५७ 


ACT II 
5. उद्दामोत्कलिकां विपाण्डरच्चं........... 
6. SAS एधुतरीक्षता............ | 
7. शझीरेषा पाणिरप्यस्याः............ 
8. प्राप्ता कथमपि दैवात्‌............ 
ACT III 
9. समश्यलं wade 


10» ACs पञ्च ATA ST Gener 
CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 


EXER o 202 


SEAR . 11. अध्वानं नैकचक्त'.......... 
4a, यतोऽस्मि TATA BTE 
18, आर्थ शैळठिखरम..........." . 
Pek fm पद्मस्य रुचि न Eds 
MES 16. emis HALAS "` 
7 16. fat जयकुअरेण............ 
B Ie erator ganga iae 
1g, Rum विरम वहे 


ee Re Textual Grammar. 
^. GRAMMATICAL COMMENTS 


x ~ 1. The following convention is adopted $m this — 
E section to refer to the words occuring in different pa 
= -Of the text, Within the brackets following 6 word, first 
EM a Roman number 48 placed io indicate t , 
Act, in which the word occurs. Then either of the letters 
~ V or P is placed to indicate whether the word is found 
an the body of a verse or prose-passuge. 


> 


- — dicates the number of the verse in ihe Act and in the case 
UR of P, the number denotes the prose-tract ihat PRE- 
QEDES the sloka of that number, For instance (11, P-7) 
mi e PRECEDING the seventh 
M. culiarity is repeated 
cc man lterations and itis 
fei i í Ai 3» Debt asterisk ts placed 

5... above he d arity to Abe thfagndation USA 
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3. The sutras of Panini or the vartika, on which 
the rules are based are given as foot-notes. 


i. ABSOLUTE CONSTRUCTIONS. 
Locative Absoluie. 


1. When a noun and a participle are both juxta- 
posed (i.e. placed side by side) in the locative case, we 
have then a Locative Absolute, which denotes a condition 
of timo or in other words, conveys the meaning of 


“when”. For instance in प्रयाते «di (1, V-24), both the 


words are used in the locative case and the phrase 
means, “when the sun had gone". 


असति कोपे (II V—18) भ्रूभङ्गे सहसा उद्भते (IL, V—19) 
«dedi तव सति (171, V-14) पाशो कण्ठगते (सति) (IIL, V-17) 
उपस्थिते अर्धरात्रे (४, P-1) त्वयि सति अमात्यत्रषभे (iV, ४-21) 
देव्यां प्रसन्नायाम्‌ (LV, P-2) उपस्थिते अर्धरात्रे (IV, P-1) 
Ti. PECULIARITIES ABOUT WORDS 
GOVERNING NOUNS IN SPECIFIED CASES. 

1. Words denoting time and distance are used in 
the accusative case when अत्यन्तसंयोग or uninterrupted 
contact with the period of time isto be conveyed: 
io. when an action (क्रिया), attribute (गुण) or thing (व्य) 


is predicated of the entire period of time denoted by 
the word or ia other words, when the action otc. 18 CON- 
08008. with the whole period without any interruption 


or breni. For instance, in qed विश्राम्याबः (11, ४-1) the 


act of taking rest is connected with tho whois मुहत 
sre ee ee SS TS > सेन्सस 


1. यस्य च भावेन भांवलक्षणम्‌. (2-3-37) 
रत्न्तसंयोगे 9-3-5) 


r | CC-0. Prof. Satya VII hastri Collection, New Delhi. Digitized by S3 Foundation- USA 
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“gee प्रतिपालयावः (11, P 14) इयन्त काल दर्जनीकृतास्मि (IV,P-20.) 


- 9. he indeclinable विना, moaning without ? 


governs ७ noun in the accusative, instrumental cr ` 


ablative case 


पारितोषिकेन विना (11, P-7) 
. 9. The indeolinable सह and its synonyms (like साध, ` 


` साक, सम॑) govern a noun in the instrumental case 
` ‹ wd चित्रफलकेन (II, P-14) 
4. The indeolinable अलम्‌ governs ७ -noun 17 the 
instrumental case, in the sense of ‘ enough of’, that 18, 
when it implies prohibition (प्रतिषेध). In this sense i 
can also be used with an indeclinable past participle 


` अलम्‌ अतिविस्तरेण (1, P-6) अलम्‌ उद्वेगेन (I, 2-1) ge 
_ अलम्‌ एतेन (1 9-18) | अलम्‌....अन्वेषितेन (IL, P-7) a 
` अलम्‌ शङ्कया (11, P-14) अलम्‌. .संभावितेन (II, P-18) 

` अळम्‌....साहसेन (711, ५-17) अलम्‌..--विषादेन (IV, P-17) 


6. The indeclinable कतम्‌, which denotes the same 


meaning of prohibition, also governs à noun in the 
instrumental case 


` ङतं परितोषेण (1, P-19) 

6. The indeclinables नम: meaning 'obeieance' and 
स्वस्ति meaning ‘ may it be well with’ govern a noun in 
. the dative case 


“SE 
P 
2 A पृथग्विनानानामि: तृतीया अन्यतरस्याम्‌ (2-3-32) 


नमः ger: (1, ए-5) — नमस्ते (L P-24) 

स्वस्ति भवत्य (1, P-24) स्वस्ति भवते (IV, P-3) 
T. The root रच meaning ‘to like’ and other roots 

having the same meaning govern the dative case of the 

person, who likes,’ 

अभिरुचित भवते (II, P-7) अत्‌ तें रोचते (LI, P-1) 
8. The root स्प्रृहू (to desire) is however an exception 


to rule (0) above. In this case, the object that is liked 
is used in the dative case and not the person who likes,’ 


qur करोमि «gen (IV, V-21) 


9. Words denoting fear or protection govern the 
ablative case of the cause of fear." 


भीत एवास्मि wg: (I, V-8) शारिकाया: शङ्कितव्यम्‌ (II, P-I) 
r3 10. The indeclinable कृते, meaning ‘for the sake 
of’ governs a noun in the genitive case. 
यस्य कृते (11, P-14) कस्य Ha (II P-14) 

PECULIARITIES CONCERNING COMPOUNDS. 
(A) Changes ai the end of compounds. 

1. The’ bases राजन्‌, अहन्‌ and सखि at the end of a 
तत्पुरुष compound are substituted by राज, अह and सख 
respectively.” 
देवराजम (LV, V-10) 

Further, in the cass of aga, when it is preceded 
in the compound by words denoting a part (like qq, . 
अपर, मध्य etc.) it is substituted by ag’. मध्याह्ने (IV, V-8) 

1. रुच्यथानां प्रीहमाण: (1-4-33) 
2. स्पृहेरीप्सितः (1-4-37) 3. भीत्रार्थानां भयहेतुः (1-4-25) 


e - 
MM 4, राजाहसखिभ्यः इच्‌ (5-4-91) 5. अहो5ह एतेभ्यः (5-4-88) 
. CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 
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2 t 9. The base रालि at the end of a तत्पुरुष compound 
° 4g substituted by राव, when pr eceded by: indeciinubles,. 
~~ numerals, words denoting & part and a few other speci- 


a 


fied words, ( सव, संख्यात and पुण्य) 
= A ९-1) | | 
= There is a further peculiarity about the gendor of 
E ‘puch compounds ending in रात्र, अह and अह that they are 


; the masouline gender. Such oompouude 
stated to the general rule’ about तत्युरुष com-— 
pounds that they always assume the gender of the last. 


- ^ member. The cases of रात्रि and अहृन्‌ are exceptions. 
«Though राति is feminine in gender, तत्पुरुष compounds with 
^ याति ४७ the final member are masculine. Likewise, 
though अहन्‌ ¡8 neuter, तत्युएप compounds with अहन्‌ as the 
final member are masculine. Hence the forms अघरान्नः 


and मध्याहे above. 
[Note:—For an additional comment on Waqa 

below in the same section.] 

x The base पथिन्‌ at the end of any compound ie | 

~ gubstituted by पथ, . kA 


^ pet. 


inv 
| ^ 
x ! x 

y, ^^ 

ai Isl. - 
y 4 


«के, जे 


लोचनत्रयपथम्‌ दर्शनपथात्‌, (T, ?-20)- | 
अ्रवणपथातिथिल्रम (11, ४-७ दृष्टिपथात (1, P-19) | 


RS 


- oe ———— ere — = 


1, अहस्सवैकदेरासंख्यातपुण्याच रात्रेः (5-4-87) 
E 2. रात्राह्माहा: पुंसि (2-4-29) 
3. water दन्दतत्युरुषयों: (2-4-26) 


काटा | E 
EFREN: TIA आनक्षे (5-4-74 EU 
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| 4. The base sm is substituted by अप at the end of 
| any compound and further the initial अ of this अप is. 
| , changed into है, when it is preceded by the words ह or 
| अन्तः or by prepositions’. | 
| द्वीपात्‌ (1, V-7) विप्रतीपम्‌ (IIT, ४-3) 
|. अमप्रतीपम्‌ (LV, P-6) | 
| 5. The base अक्षि is substituted by अक्ष at the end 
| of बहुत्रीहि compound, when it denotes ‘eye’ (cara): 
। निमीलिताक्ष; (IV, P-18) 
| The same base अञ्चि is substituted by अक्ष at the end. 
| - of an अव्ययीभाव compound also, when it is preceded by 
| प्रति, पर, सम्‌ and अनु.) 
प्रत्यक्ष: (I, P-24) Tea (II-P-4). 
परोक्षा (LI, P-4) ; 

Note :—The compounds प्रत्यक्षम्‌ and परोक्षम्‌ so formed 


| | 

TRES न à 

|| * gre really indeclinables, since all अव्ययीभाव compounds 

i are indeclinables. The examples quoted above have 

|| been declined in the feminine gender and hence these. 

| ^ gre to be treated as different तत्पुरुष compounds deduced 

i from the original अव्ययीभाव compound as follows :— 

T परोक्षम्‌ अस्याः अस्ति इति परोक्षा and 

| अ्जद्क्षम्‌ अस्याः अखि इति ART. 

H In the two vigrahavakyas above Way and IEAA, 

| mean ` परोक्षत्वं and Hem respectively by what is techni- 
oally known as “भावभप्रधानो निर्देशः ? 

bo i EN > 

S 1. , दयन्तरुपसगेभ्योऽप ईत्‌, (6-3-97) 


9. agatél सकथ्यक्णोः स्वाङ्गात्‌ पच्‌ (5-4-1138) | 
3. प्रतिपरसमनुभ्यो5रण: (गणसूत्र under 5 4-107) — — 
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- (B) "hannes at the beginning of compounds, — 
(8). iris indeclinable s 18 optionally substituted 
by स at the beginning of a बहुत्रीहि compound, RSS. 
e the compounded word is used in a benediction . 
LEGS | xaman (I, P-18) ` 


saeia (L P-24) sae (1, V-1) 


सपुलक---([, ४-1) | 8), (IV, P-14) 
oe , P-6) सरत्नमाला....(., P-8), (LY, 
सबहुमानम्‌ (1, P-6) सशरीरः (1, P-24) 


` सगौरवम्‌ (, 2-8) E od 
5 -—The examples for this rule are 80 numerous 
and eames that only a few of them from Act I have | 


been included here]. 7 
E ह 7. The base महत्‌ at the beginning of a compound ae 


ig substituted by महा, when it is used as an adjective 

EE ding word (i 
— qualifying the succee d 3 

= the beginning of a कर्मधारय OT बहुन्नीहि eii P-16) 

NOON | " भाषा (IIT, p-14 A, LÀ 

— महव्राह्मण: (IL, P-6) aag 

n- महाकुल,...(1४, 2-1) | 

3 — . (C) Other changes and pecu 

 . 8. दास्या: पुत्री LP) 


("itum Ga 


.e. when it is used at 


liarities in compounds. 


- — —  mmhisis en instance of a compound, known a8 S SE 
समास When the oase-suffix of the first momber of E 


x 


| , i nd, it is known. 
= compound is not dropped in the compound, it own 


ES th o d is option- 
Phe sixth case suffix in a तत्पुरुष compoun 
E ally not dropped when followed by ga and the compound 


-- E ant li s SNP 5 
2 eerie contempt 77000 0 00 — de 


FL. वोपसर्जनस्य (6-3-82) and seat आशिषि (6-3-83) 
3. आन्महतः समानाधिकरणजातीययो: (8-3-46) 
br 4 Pi u^ Vrat Shastri d 6-392)” Delhi. Digitized by S3 Foundation USA 
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9. The final of the infinitive suffix तुम्‌ is dropped - | 
when followed by काम or aag in a compound.’ 
नित्रेदयितुकासः (IV, P-5) 


10. The normal order of the words in compounds 
is reversed in all the compounds included in a special 


group called the Usi¢-d-group. Since the compound x 
राजहंस (dissolved as guai राजा) is included in this group, 
the word राजन्‌ is placed at the beginning of the com- 
pound instead of at the end.” 
शजहसी (II, 2-1) & (II, V-7) 
11. When in à compound, the second member is 
æ form derived from the roots # भू or अस्‌ and the com- 
pound conveys the meaning of अभूततद्भाव (i.e. the attain- 


ment by an object of a state, which was originally not 
present), the final vowel of the first member undergoes 
the following changes :— 


(i) if it is अ or आ, it is changed into ड्‌ 

(ii) if it is 3 or उ, it is lengthened.* 
अभिमुखीभूत: (1, ५-7) सज्जीभवाव: (LP-8) इढीकरिष्यामि(11,?-1) 
दूरीभूता (IL, P-4) लघूकरोपि (11, P-8) एथुतरीकृता (II, V-14) 
प्रकटीकृतः (II, V-19) प्रसादीकृतम्‌ (ILL,P-I) बहलीकृत - - (IIT, P-8) 
कटुकीकृतयो:(111,7-19) सजीकृतवान्‌ (1V,P-5) विजनीकृत:(1 ४, ९-10) 
आहुत्तीकतुम, (LV, P-17) gigaa (IV, P-20) 
* 1. तुद्धाममनसोरपि (Vartika) 
०, राजदन्तादिषु परम्‌ (2-2-31) 
9. कृभ्वस्तियोगे संपद्यकतरि च्विः (5-4-50); अस्य च्वौ (7-4-32) 


and च्वौ च (7-4-28) | 
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E oc We. 
| $ 12. When ged 18 followed by पति in a compound ° | 
n the final a of बृहत्‌ is dropped and स is infixed before पति; | 
. 4f the compound denotes the name of a god (दिवता). | 
Fence we have वृहस्पति. If a deity is not denoted, the ~ 
: 76009०१ would be वृहत्पति 
` बृहत्पति.-- (प्रा, P-5) ` : 
{Note:The word बृहस्पति 18 a compound of बृहती = 
and पति, meaning. master of speech’ (ger: पतिः) 5 
A is to benoted that it is this word बृहतीः (meaniog 'speech') . — 
Ee ioh becomes ged, by the dropping of the feminine EC 


` gufüx ह (पुंबद्भाव)-] 
13. अर्धरात्रे (४, P-1) 
i When the base अध 1n the neuter gender (meaning 
exact half’) is compounded with another base in the — 
.— "genitive. case, denoting the whole (अवयबी), then it is ` | 
placed as the first member in the compound (or in A 
E ~~ techuicel language it gets पूवनिपात)* Hence the com- E. 
| ‘pound for रात्रं अधम 18 not रात्र्ययम्‌ but अधेरात्र | E; 
—— —34. When the verbal derivative वद्‌ is compounded "3 e 
vith the base प्रिय or वश, H 18 infixed after them in the - 
r in technical language there is सुमागम after . 


Hence we have the compound fima: . 


m 

T, 
-— 4 
क्ष 


‘oo mpound o 
— the ‘words 
| : (प्रा, P-12) EE c — —  — — (22 
र ` तदूब्ृहृतोः फरपत्यो: चोरदेवतयो aaqa (Vartika under E 
. ^ 6-1-18T) | rm Pp 
9... Bem वेद SATs) and !अशद्विषदजन्तास्र, झुम्‌(848707)88 ._ 


od: 
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15, When the verbal derivative «x (from the root 
€-to split) is compounded with the base पुर, yz becomes 
छुं `` उपम 
Y) 
पुरंद्रद्शिम्‌ (171, P-7) 
IV. PECULIARITIES CONCERNING ROOTS 
AND VERBAL FORMS 


(A) Roots altering terminations from Parasmaipada to 
Atmanepada and vice versa 


1. The parasmaipada root जि takes atmanepada 
terminations, when the preposition वि or परा is prefixed 


. to it*. 
विजयताम (IV, P-14) & (IV, P-20) 
d 2. The atmanepada root रम takes parasmaipada 


terminations when. any of the prepositions वि, आ and 

परि is prefixed to it’. 

विरमसि (II, P-17) विरस (IV, V-16) 
(B) Other peculiarities about roots and verbal forma, 


3. When any of the words यावत or पुरा is used 


alonz with a form of the present tense, the latter con- 
veys the sense of the future tense 


यावत्‌. ..चिन्तयामि (L,-P-10) यावत्‌. प्रविशामि (IIl, P-1)- 
याव॑त्‌ ---उपसर्पामि (ILI, 2-1) 


oo gemi: (3-2-41) and वाचंयमपुरंदरौ च (6-3-69) 
9. . विपराभ्यां जेः (1-3-19) 
4. व्याङ्परिभ्यो रमः (1-3-83) 
4. यावत्पुरानिपातयोः लट्‌ (8-9-4) 
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[Note :—This यावत्‌ is a निपात and is different from 

the word यावत. usually used along with तावत्‌ to denote a | 
. measure of time, distance etc.] ; 
4. When a form of the aorist 18 juxta-posed with 

- the particle मा, meaning don't, the initial अ of the 


= aorist is dropped and the aorist takes on the sense of ^ "d 
= the imperative mood. (ie. instead of denoting the past  — 
tense, i& denotes a command, request eto.) 


मा भैषीः (II, P-6) | 
| D. The prepositions अव and अपि optionally drop E : 
their initial अ in all verbal forms according to the - 
‘grammarian Bhagur! 
TS 6. The roots स्था and स्तम्भ्‌ drop their initial st when 
_ preceded by the preposition उद Hence we have उ त्थित 
(eae स्थित) | 
उत्याय (I, P-18) | उत्थिता (I, P-26) 
_ मन्मथोत्याम्‌ (ILV-1 2) उत्थितः (IV, V-14,V-15) 
7. घट्यति (I, V-7) & (IIL, V-9) 
. he penultimate अ of a root is lengthened when 
followed by the conjugational sign अय. For instance —— ४ 
E. qg becomes पाट्‌ in the causal form पाठयति. According | : 
3 ¢o this general rule, the causal form of the root घट्ट ^ 


cU ute ecce IC DEORE EES SSE 
1. न माझ्योगे (6-4-74) 

| 2, वष्टि भागरिरक्तोपम्‌ अवाप्योरुपसगयो 

+ 3. उदः स्थालम्भ्वोः WA (8-4-61) 1 

ms Di - Prof Satya उपेथाया CFA 10) Delhi. Digitized by S3 Foundation USA » 
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should have been घाटयति. But the case of a root, which 
13 classified as मित्‌ is different, for by a special rule, the 
penultimate letter in this case should be short. The 
root wz is the first of a group of roots classified as 
fra: Hence the causal form of घटू is घटयति, 

8. संस्मरयति (1, ४-19) | 

The root tg is recognised as fad only in the sense 
of आध्यान, that is, remembering with yearning. The 
causal form is thus स्मरयति when this meaning is inten- 
ded and the form would be स्मारय॒ति if simpie remember- 
ing is intended. In the present context (Act I, verse 
13), the king’s memory goes back to the पाताल, which 
he had. visited years before, with special yearning and 


hence the form may be justified, Prof. Ray who says - 


that “the king had no previous experience of पाताल" 
justifies the usage by explaining the yearning as caused 


by a desire to see the real पाताल. 

9. When any of the deolensional forms of the 
base भवत्‌ (meaning ‘you’) in the masculine ‘and neuter 
genders and of ita feminine base भवती is used as subject, 


its predicate is used only in the third person, though 
by sense these words are in the second person." 


weg भवान, (1, P-18) रक्षतां भवान्‌ (11, P-13) 
ज्ञास्यति भवान्‌ (IIT, P-5) Fad भवान्‌ ve P-5) 
LP-9)&(IV,P-14) #भवान्‌ आज्ञापय 
उपविशतु भवान, (III,P-9)&( AB io 
आह भवती पाई भवती Vl) o os यहा जयतु भवान्‌ (IV,P-7) 
! 


l1. मितां इस्वः (6-4-92) 2. शेषे प्रथमः (1-4-108) 
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V. PECULIARITIES ABOUT DECLENSIONS, 


1. The base प्राण is declined only in the plural, 
when it denotes the five winds of the body. 
'कृण्ठगता: प्राणा: (IIL, -V-16) प्राणा: रक्ष्यन्ते (LV, P-10) 
प्राणा: परित्यजत (IV, V-3). | | 


2. Bases denoting names of countries are declined 
only in the plural. 


सिहलेभ्य: (I, P-8) जिताः कोसला:(1 ॥, P-5, V-21) E. 
कोसलेषु (IV, P-7) 


_ (Note that this rule is applicable only to names of 
countries and not to names of cities, towns etc.) 


3. The base पति has a special declension, the forms — E 


of which are different in a few cases from the standard. 
declensional type of इकारान्तपुंलिज्ञ represented by हरि, कवि 
etc, When however पति is the last member of a com- 
pound, the compound is then declined according to the. - 
standard type and not like पि. For instance the 
third case of उडुपति is उड्डपतिना [I, V-5) whereas the 
corresponding form of पति is पत्या , 


aad: (II, V-2) 3 प्रजापतेः (71; P-14) — 
कोसलपते: (IV, P-5) त्रिदेरापतिना (IV, P-12) ` 
4. The feminine base अम्बा and some of its syno- . 


| nyms have their final अ shortened in the vocative sin- 
: ‘gular forms and further on the case suffix of the 


=D, पतिः समासे एवं (1-4-8) a 
SI CC-0. ProQSaty मवार्थनद्यो: iT -8-104);. Digitized by 83 Foundation USA 


215 


qocative singular is also dropped. Thus we get the 
form अम्ब in the vocative singular. - 

| है अम्ब (IIT, P-16) & (LV, P-20) | 

Y 5. Thero aro some words, which even when used 88 
adjectives have their gender and number fixed (नियतलिङ्ग 
and नियतवचन) and as such do not follow the general 


rule about concordance between the noun and the 
adjective in number and gender, or we might say 10 


terms of technical language that they are not विशेष्य निन्न. 

The words Ragmi, स्थानं, प्रमाणं and सारे in the illustrations 

given below are a few instances of this type (पात्रं, 

amk, विषयः, भूमिः eto. are a few other similar instances) 

and as adjectives these words are used always in th 

A neuter singular, irrespective of the gender and number 
3 of the noun qualified. To explain one of the examples, 
the word Wal is masculine dual and though the word 

'निदशन is a predicative adjective of एत्तौ it is used in 


- r 
७ af > | E , 
"3 P». MS id IMSS ella ALL. ४” 


neuter singular. | A 
-विश्वासस्थाने वसन्तकः (IV, P-3) . एतौ निदशनम्‌ (IV, P710 — — 
'देवी प्रमाणम्‌ (IV, P-21) उर्वीतळे सारं सागरिका (IV, V-21) t 

V. MISCELLANEOUS. | EU 


1, "The suffix घेय is added to the words नाम, रूप 


s La 43 
and भाग without any alteration 1n Sense: 
P | E 3 -14) 
maaa (1, PD O O TER m (II; P-) | भागधेयम्‌ (IV, P-14) 


e संचुद्ध == 
1. Wege. संवुद्धेः (6-1-69) 
9. भागरूपनामभ्यो धेयः | 
* CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA s 3 : 
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9. 3f. (IL P-18) < wwe (1४, P-20} 

| The suffix æ or ता is added to an adjective or noun 

_ to give the corresponding abstract nouns. When it ig 
added to & feminine base, the latter reverts to the: 
corresponding masculine form (technically known as  - 
पुवद्भाव), if the base is gaa.: The term शुणवचन here 
is purely technical and means any base, which is not a | 
compound, & verbal or nominal derivative, an indeclin- 
able, 8 numeral etc. In the present case the word | 
मेधाविनी is nominal derivative, being derived from the 
noun मेधा and is hence not गुणवचन, Consequently, when | 
the sufix त्व is added to the feminine base मेधाविनी, the ` | 
base cannot revert to the masculine form and hence | 
the correct form will be मेधाविनीत्वम्‌ (which is the reading ^ 

according to most editions) But a few editions read 

_ मेधावित्वे, which can also be justified by taking it as dezived 

- from the neuter base मेधाविन्‌ and taking the neuter as 

Likewise when the suffix @ is added to the femi- 

‘nine base zaii there cannot be gegia, since vi is à 
_ compound and hence not गुणवचन. But in this case, we 
- have another rule, which states that the feminine suffixes — ग 
= and at are optionally shortened, when followed by — 


: 
i 
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9, नम्नता (1,V-L), मध्यस्थता (IIT, P-19) and स्वस्थता ([V;P-17),. - | 
In these cases, a method of justification, similar to _ a 
that outlined in the case of मेधाविरंबं will have to be: 


adopted. All these words are applied to women, the 
firat to Parvati and the last two to Sagarika. All the- 


bases 4H, मध्यस्थ and स्वस्थ are not गुणवचन, the first being 
a, verbal derivative and the last two being compounds. 
Hence there can be no पुंवद्भाव, when the suffix ता is added 
to their feminine bases, nor can there be the shortening 
of the feminine suffix आ, as this is possible only in the 
cage of the suffix v. Consequently, we cannot derive 
the forms नम्नता, मध्यस्थता and स्वस्थता from the feminize- 


bases by any method. Hence these words vill have to 
Py be justified as derived from the corresponding neuter 


bases, as in the case of मेधावित्वम्‌, 
PART II 
IMPORTANT COMPOUNDS AND DERIVATIVES 


(The words are given in the order in which they appear : 
an the text) 


ACT I 
प्ादाग्नस्थितया--पाद्योःअश्ने - पादाग्रे, तयोः Ra- पादाः 
स्थिता, वया. 
नञ्रताम्‌--नन्रस्य भावः, ATA: x 
सस्ट्रदळोचनत्रयपथः-स्पृया सह वतेते-तरपूई, लोचनाना चर्य 
लोचनत्रयं, uegu च तत्‌ लोचनत्रयं च सस्पृद्दलोचनत्नयं, . 
तस्य पन्थाः" 
हीमत्या- ही अस्याः अस्ति-हीमती; तया. 
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जिरियजञा-गिरेः जाता-गिरिजाः TAT 
— जौत्सुक्येन-उत्खुकाया; भावःओत्खुक्ष्यं तेन 
.— सहभुवा-सद भवति ee, तया 
आमिसुख्यम्‌- S Tg eur: भाव 
मकरध्वज्ञः--मकरः ध्वज: थस्य स 
o बहुमागंगा-वहुमिः HET: गच्छात 
- - द्विजवृषभा:- दिजाः quur: इच 
o चन्द्रवपु:-चन्द्रवपु: इच AG: यस्य सः 
es यथामिलषितम्‌-अभिळषितम्‌ अनंतिक्रम्य, 
-— शुणग्रादिणी- शुणान्‌ भ्रहीतु शीलम्‌ अस्या 
-— निश्चिन्तः निर्गता चिन्ता यस्मात्‌ ल 
देशान्तरे -अन्यः देशः-देशान्तरं, तस्मिन्‌ 
— -द्वीपात्‌--द्वयो (पाश्वयोः) गताः आपः यस्मिन्‌ सः--दीपः, तस्यात्‌ 
E अमिसुखी भूतः अनभिमुख: अभिसुखः खंपद्यमानः भूत 
 कनीयान्‌--अतिशदेन gar OR अतिशयेन अरूण 
सउ्जीभवाब्र--भलज्जो सज्जी संपद्यमानी भवाव 
 सिंदलेश्वरदुहितुः:--सिंहलानाम्‌ इश्वरः = सिद्दलेश्वरः तस्य 
— हिता, तस्याः | 
c कौक्षाम्बीय:-कोशाम्व्याः अयम. 
. सगोरवम-युरोः भावः-गौरवं, गौरवेण सह 
o कोललोच्छित्तये--फोललानाम्‌ उच्छित्तिः, तस्ये 
स्वेच्छाचारी-स्वस्य इच्छा-स्वेच्छा, स्वेचछया चरितुं शीलम अस्य 
 पौराः-पुरे wer: | 
.. घत्लेश्वरः--वत्लानाम्‌ इश्वर 
जतदत्रु--निजिताः शत्रचः यस्मिन्‌ तत्‌ 
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PU 
A 


s 


4 


Pops 


AN 3 ग IX "SINE शध्नागरः, नागर असो APE iuh USA. र 


219 


-रश्यासुखम्‌-रथं वहति-रथ्या, एथ्यायाः सुखम्‌ 
सश्रीकता-- श्रिया सह वतेते-लश्नीकः, तस्य भावः. 
'ेड्िराताः--किड्िरातानाम्‌ इमे. ` 
-ब्रालङभ्भदवः--शतङुन्ले भच-शावङुस्म, तस्य द्रव: 
d ooo पकपीता-एकछ्का (ener) च सा पीता च 


| सेन्द्रीक्रियते-- सिन्द्रेण रक्त-लन्दूर ; असंन्दूर à eerte 

| nad 

A 'क्रेशपाश:--कैशस्य पाशः 

| SANA — AEA उत्लच:, 

l CTTAT— LEAST भावः | es 
uj SATA: अस्य ART TAN, FA दाशी इंब-सुखराशी, . 

l GER 

f कुझुमिता--छुछुमाने अस्याः सं नि. | Il 
Ooo Raad ing: अस्याः आसत ; 
| .अलुद्विलम--दिविले दिवसे 

| 


कैतूइर्म--ङुतूइळम्‌ एच 
ऋकसुमसुकुभार सु — Agaa SRAM मतः यस्या qt 
सकष्कतु:--5क्षरः VY uu 
जापएयशि:--चापः ale: इच 3 
"मक्कश्कैतन:--मंकरः केतनम्‌ यस्य स 5 
sagai tasa अडान यस्य स.-अतज्ञ तस्य भाच | E: 
Ranai गतः | a 
 प्रतिमागतः- प्रतिमा गत | 
ष्णाति- | 
सरो सहद्यतिसुषः- सरसि रोहति-सरोब्ह॑, तस्य aia g | 
| सरोरुडइद्यतिसुट, तान्‌ | | pre 
| अव्ज्ञानि--अप्सु ज्ञातानि- 
| | CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA ह 
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- चिच्छायताम्‌-विगता छाया येषां तानि-चिञ्छायानिः तेषां भावः, 


ताम्‌ ACT II 
| खण्डदालनामघेय:-- नाम एच नामधेयं, खण्डदास इति 
„ नामधेयं यस्य स as | 
घार्मिकः -'घम चररात- 
आयासमात्रफल:--आयासः एवं ATS, आयासमा* RS 
यस्यसः, . : 
दुरूमः--दुःखेन Sey शक्यः" 
' मूढता-मूढस्य भाव 
` जन्मप्रभृति--जन्मत्नः प्रतिः 
- गथासमीहितम्‌--समीढितम्‌ अनतिक्रस्प- 
_ अग्नहस्त;-अग्न च असो दस्तश्च OR इस्तस्य AAR 
—  निष्करुणता--निर्यता करुणा यस्मात्‌ सः निष्कडण:, सस्य Uus 


y .. राजहंसी-इंसानां राजा-राजहंलेः राजहंसत्वजातिविशिश् स्त्री 
eget: area: प्रति-प्रत्यक्षं, ATA — TA ) भस्य अस्ति. 
- — इढ़ीकरिष्यामि-अदढं ed संपद्यमानं करिष्यामि 


.. निपुणत्व--निपुणाया; भावः. 

किरातः--किरस अतति-किरात!'. OR किरति (शरान्‌) शेते 
— fuus अतति इति अतः, फिरश्चासौ अतश्च-किरात 

. दचिभक्तलंपटः--दध्ना भक्तं-दधिभक्तं, दघिभक्ते eue 
 द्रीभूता-अदूरा दूरा संपद्यमाना भूता 

o परोक्षा-अक्षणोः परं-परोक्षं; (परोक्षत्वम्‌) अस्याः अस्ति 
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a gaai --चतुरवयवो बैदः "da: smi अस्य अस्ति. 
दुर्घारा--डुःखेन वारयितुं UFAN. 
भ्रनणपथातिथित्वम--अवणयोः पन्था--थबणपथः, तस्य अतिथि: 
तस्य भावः. 
. पारितोषिकम--परितोषः प्रयोजनम्‌ अस्य. 
रूघूकरोषि--अर्घुं ed संपद्यमान करोषि. 
व्रेघाविनीत्वम- सेघाविन्याः भाषः, 
ञ्खयति--खुखं गमयति. Rr 
जिवल्लीतरजविषमे-- तिल: वल्यः-ञिवल्यः, तिवत्य एच ATH 
न्रिवळीतरज्ञाः, तैः विषमः, तस्मिन ° 
| ग्न्मयोत्था--मन्मथात्‌ उत्तिष्ठति- 
qaaa तय अयं-वावक:, तस्य. 
इदस्थः- gu तिष्ठति. 
ज्रीडासाञम-घीडा एच- : ae 
यृधुतरीछता--अतठिशयेत पथः VE agga एखुतरा 
खपचसाना छता. 
gat gaa कठ शकयः" 
euqui— एूच दष्टा- ae 
उिपथाल्‌--द्ेः पन्थाः दृष्टिपथ४ त uo 
आशिज्ञात्यातु- अभिजातायाः माव: आमिज्ञात्यं, 
yaaga ARE: TRE: संएद्यप्रानः ed: 
ACT III 

z प्रलादीझतम- भ प्रसाद: se SU 

6 प.--द:खेन saag UTA | 
इरूक्षम्‌ $9 E E 
| घिप्रतीपम--विशेषेण मतिक्ुळा: आपः यस्मिन्‌तत्‌ 
Bo o प्‌ पञ्चानां भाषः" . 
: Geo TaN 
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बहस्पतिः ्रदृत्या = घाचः) पति 
सहस्ररदिमः- सहस्रं रश्मयः यस्य स 
दिकचक्रम--दिशां चक्रम्‌ - 

पुरद्रद्शिम--पुरं दारयति qu, qui द्कि-णुरंद्‌ fam, ताम... + 1 

: पीनत्वम्‌-पीनस्य भाव ल्‍ 9 

— इंक्षणपथम--इ क्षणस्य पन्थाः 

हरकण्ठयतिहर:--दरस्यथ कण्ठ:-हरकण्ठः, तस्य चुत हरात. 
संकेतस्था--छंकेते तिष्ठति 

— पद्मानुकारौ--पड्यं अजुकुरुत 
रस्भागमैनिभम--रस्भायाः TAATA QU VSN, 

. « लाइसिकानाम्‌-सहदला घतेन्ते-लाहसिका INA | 

/ कट॒कीकृतयो:-अकटुकः TER: संपद्यमानः कृतः-कडुकीकुछ$तयो: - 

. - जडत्वम-जडस्य भाव 

o आलोकमात्रेण--आलळोकः एव-आळोकमातं, तेन 

= बक्तरेन्दी--चकत्रस एव इन्दुः -चक्तरेस्दु+ तस्मिन्‌ 

 न्िस्वाधरे-विस्बम्‌ इव अधरः-विस्वाधरः, तस्मिन, 

` ` आतान्रता--आ (=खमन्तात्‌ ) ताम्रौ-आताम्री) तयो; भाघः 


fat 


. ुखेन्दुविम्धे-इन्दोः विस्ब॑-इन्ढुविस्वें, सुखम्‌ एवं . इण्दुदिस्चं- सुखे 


— अछृतपूर्वम-पूर्च कतं-कतपूर्व; न Haas 
'कण्ठगताः:--कण्ठं गताः ` 
बाहुपाशम--बाहः पाशः NETT: तम्‌ 
` अनश्रा-न विद्यन्ते अञ्जाणि यस्यां ला 

i ao मध्ये तिएति-मभ्यस्थंश तस्य भाष | ae 
seri ण्यम्‌--दक्षिणस्य भाषःदाक्षिण्यम्‌, अलीकं च तत्‌. 
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सिथ्याचादिनी-मिथ्या बरचं शीलम्‌ अस्याः- 


कुडिरीकृतञ्णि-अङ्ुटिले Hes संपद्यमाने shade. 00 | 


seed wet यस्मिन्‌ तत्‌-कुटिलीकृतश्र, diem. | 
अकृतपुण्यत्वेल--न कृतं पुण्य यया खा-अइतणुण्याः तस्याः Wig: 
अङ्घतएुण्यत्यं, तेग. ; 


` निरपराधिनम--अपराधस्य अभावः-निरपराघम, निरपराघम्‌ 


अस्य अस्ति-निरपराधी, तम 
ACT IV 


WALA (ea qu — अन्या अवस्था. 


अर्धराले--राज्ञेः अर्धम्‌-अर्धरात्रः। तस्मिन. 
महाकुलूणसूता--महत्‌ च तत्‌ SS च-महाङलं, तस्मिन्‌ प्रखूता- 
शेवीइडतगत:- देव्या इस्तः-देवीइस्त:, देवीहस्तं गतः. 
निवेडयितुकामः-निवेदयितु कामः यस्य सः. 

दुननिचारः- दुःखेन निवारयितु शक्यः 
द्वार्तिकप्रायम्‌-हस्तिनां ayer atten तेन AEST 

म द्विपस्थः-द्वाभ्यां पिषति-द्विपः) ससे छिपे तिष्ठति- 


` यवीरयां्ञम्‌-अतिशायेन थुवा-यवीयान्‌ „ तम्‌ - 


PERLAR: मभ्यं-मध्याह्नः, तस्मिन्‌ः . 
spere ata: 5808 देश:--शुष्मद्ेशः, युष्मदेशे भवः, 
देवराजस- देवानां राऊा-देघराजः' तमु. 


. ऐरावतस्थः-"पऐेराघतते तिष्ठति _ mcs 
Sea: दृतीया दशया येषां ते-जिद्शाः, जिद्शानों पतिः- | 
. _ दिव्यनाधः-दिचि भवा-दिव्याः, दिव्याश्च ताः A. 


दास्थेन-छारि तिष्ठति- द्वास्थं, तेन. 
ग्रास्यः-ग्रासे भवः. 
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E .994 
. ARETE AST भाषः. | 
`चत्सराजसदशम्‌--चत्सानां राजा-घत्सराजेन खरशः, qu. 
दुरवगाहा-दुःखेन अवगाहितुं शक्या 
'मग्नोत्यितो--पूर्व भग्नौ पश्चात्‌ उत्थितौ 
` SUITED HUI: एव. 
:विरदहतसुजा-इतं सुडक्तेइतभुक-विरद्द पष gays 
विरहहुतभुक › तेन- 
मार्गोपदेशक:--मागस्थ उपदेशकः" 
'आहुतीकतुस-अनाहुति अइुति लपद्यमाने कतुम. 4 
_ .आसन्नहुतवहा-हुत वददति-हुतवहः, आलन्ञः दुतवद्दः-यस्या: सा. | 
... डुविषहदुःखाबसानम--डुःखेन विखोहुं राकयं-दुर्विषह, zug 
o0 ESSET अवसानम्‌, | 2 
` स्वस्थतया-स्वस्मिन्‌ तिष्ठति-स्वस्थम्‌, तस्य भाष:-स्वस्थता, तया. . 
so निमीलिताक्ष:-निमीलिते अक्षिणी यस्य खः. b 
 'तद्वस्थम्‌-सा अवस्था यस्थ तत्‌. 


` वुशंसत्वैन-च॒शंलायाः भावः नृशंसत्वं, तेन. ` 


£o 


: 'निरचुरोघबृत्ति-निष्क्रान्ता अनुरोघात्‌-निरनुरोधा) निरचुसेधा 3 


` नवधपानाम-त्रिविष्टपस्य इमे-तेविष्टपा:, तेषाम्‌. P 
SE Se जेतुं शक्या iE 
“आकल्पान्तम्‌: 


Satya Vrat BIEN त WERT अ -कार्पास्ताता? ००० ८5^ ` 
a eS | uh o. 
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ynie PART II | $ 
j ' SENTENCES ILLUSTRATING THE USE OF SPECIFIED WORDS: 1 
sd : Note :—Two or three sentences are given under _ k ; 


each word to salisfy different levels and tastes. 
(1) gd (indecl)=for the sake of—governs sixth — 
dae case. | 
TWA छते महापुरुषा: प्राणान्‌ अपि तृणवत्‌ परित्यजन्ति । poe 
स्वदेशस्य कृते देशभक्ताः न किश्वित्‌ न कुबेन्ति 1: E. 
. स्वङुटम्वस्य कृते सत्युत्राः महान्तमपि छेशम्‌ अनुभवन्ति । | $ 
(2) विना (indecl) without—governs second, third: 
gr or fifth case | 
` आप्रकारां विना स्वेषामपि प्राणिनां प्राणयात्रा प्रतिवद्धा भवेत्‌. । 
, सुपुत्रेण विना कुलस्य कथम्‌ उन्नति: भवेत्‌। 
sama विना न कदापि नरः कार्येषु सिद्धि लभते । 
(3) अल्म्‌ (indeol)=enough of—governs third case.. 
जाग्रत रे भारतीया ! अळं पाश्रात्यप्रश्सेवया ; निबोधत स्वदेशगौरवम्‌ | 
अल परदोषप्रकरनेन, गत्यक्मुखा: स्वदोषान्‌ विचिन्तयत । . 
अले पाठेषु अश्नद्धया) परीक्षा प्रत्यासन्ना वतते । 
| Note :—The indeclinable कतम, has the same mean- 
ing and governs the same case. | o» 
(4) नमः (indel )=obeisance—governe fourth case 
ये स्वधर्मरक्षणाय प्राणानपि परित्यजन्ति, तेभ्यो महद्भयों नमः | 
“या पापिष्ठमपि पवित्रयति, तस्ये पुण्यजलाये भागीरथ्ये नमः । 
p थे स्वाम परित्यज्यापि परहितम्‌ आचरन्ति, तेभ्यः सत्पुरुषेभ्यः नमः 
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E | | : 296 .. aa E 
oe (6) न केवलं........ किन्तु — not only......but also. d 
पद्मानि न केवळ रूपेण किन्तु गन्धेनापि हृदयम्‌ आवजयन्ति। | 1 
.. कर्ण: न केवलं qum वभूव किन्तु उत्तमो वदान्यश्च। E 
 रवीन्द्रनाथः न केवलं काव्येषु किन्तु wet अपि अनुत्तम: अभूत्‌। il 
t E (6) Reen (implies “vast difference” between ; 
____ things set out) | 1 
dum E महाकविः कालिदासः क्क अन्ये नाममात्रेण कवयः : 
क्क मन्दाः क्क काव्यरसास्वाद: | | E 
m पवतः क परमाणु: । tS हत IN d a 
` (7) स्थाने (9660) =justly, appropriately. . 
-स्थाने लोकश्रेष्ठा: दुःखवहुलात. संसारात विरक्ता: अरण्येषु विश्राम्यन्ति । E | 
ED स्थाने वाल्मी किः आदिकविरिति महीयते । 
- स्थाने अलसाः कार्यसिद्धि न प्राधुवन्ति। : 
eg (8) wad... 7 0. | 1 
O यावत. फलोदयः भवति तावत्‌ उत्तमजनाः कार्येबु व्याप्रियन्ते । . | 
यावत्‌ सूर्योदय: भवति तावत्‌ अलसाः शय्यायां लठन्ति | ^ 
यावत्‌ ज्ञानं ce भवति तावत्‌ विद्या अभ्यसनीया | B 


$ 
E 
"i 
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ve 
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| 4 


(9) afe......dfe=if.....-then 
यदि पिता कापथे प्रवतेते, तहि पुत्रः कथं सत्पथे sada £ 
यदि मातापि पुत्राय द्रुह्यति, तहि का गतिः पुत्रस्य । 

“यदि सक्तिः दृढा भवेत्‌, तहि भगवान्‌ नूनम्‌ अचुणृहृणीयात्‌ः\ 
(10) . यथा.......तथा = 88,.....80 ; 80... 
ze HEAT: कर्माणि कुर्वन्ति, तथैव पामरो छोकः-प्रवतेते । | | 
Pee Ts : EBERT भव स्ति;०तंथा० BRAGS HoundationUSA | 
1 ज्ञाने d भवति, तथा अभ्यसनीया विद्या । : 


A E a 
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(11) यदा........तदाच when 


| दा कार्यसिद्धिम्‌ अधिगच्छन्ति, तदा fala लभन्ते जनाः | 


यदा रसिकाः राजानः राज्यं शशासुः, तदा देशे विद्याः कलाश्च ववृधिरे । 
यदा लोके धमः क्षीणो भवति, तदा भगवान्‌ अवतरति | 


(13) दिष्टया=fortuntely. 


HOST नया उल्ममानोऽपि युबा दिष्टया तीरं श्राप | 
गृहे प्रदीप्ते$पि दिष्टया न कश्चित्‌ ज्वालावशं गतः | 
(13) चिकू (indeol)=Fie—governs second case. 
frg तान्‌ नास्तिकान्‌ , ये इश्ररस्य सद्भावं न अङ्गीकुवेन्ति | 
धिक्‌ तान्‌ शिष्यपाशान्‌ , ये शुरूतमानपि उपहसन्ति | 
शिक्‌ तान, त्रह्मवन्धून ये सन्ध्यावन्द्नमपि नाचरन्ति । 
(14) Locative Absoulte. 
'सनुष्येघु थमे क्षीणे सति, भगवान्‌ लोकेंऽबतरति | 
रसिकेषु राजसु राज्यं शासत्सु, देशे विद्या: कलाश्च ववृधिरे । 


. पे पापिष्ठे सति, लोका: महान्तं क्लेशमच्ुभव न्ति | 


(५5) कि पुनः (indeel) ‘how much more,’ chow much 
less’. 


` देशभक्ताः प्राणानपि परित्यक्तु सन्नद्धाः, कि पुनः शरीरसुखम्‌। 


भक्त्या परितुष्टो भगवान्‌ पात किनमपि परिरक्षति, किं पुनः साधुजनम्‌ | 


-सुनिपुंगवानामपि इन्द्रियनिग्रहः दुर्लभः, कि पुनः आइतजनानाम्‌ | 


` (16) कामम्‌ (indecl) - no doubt. 


कामे मनः प्रकत्येव FAS, तथापि निरन्तराभ्यासेन स्थिरीकरणीयम्‌ । 
का '4 धर्माचुष्ठाने सन्ति क्लेशाः, परन्तु ते Tose: | 
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(17) सुधा or ह्या (indecl) - in vain. 


` जञाल्यन्धस्प दर्पण: इव TSA प्रज्ञाहीनस्य शात्नाध्ययनं सुधा । ` ` ` 
ewm diem इव मूर्खाणामुपदेशोऽपि बथा | 


श्रद्धाहीनस्थ पुत्रस्य अध्यापनाय पितुः धनव्ययो सुधा | 
(18) अहाय (indecl) - Instantaneously 


“भोजनकाळे fgets: निर्वाणः, परन्तु Aalst पुन प्रज्वलित: । 


यदा इश्वरस्य इष्टिः मन्मथे पतितः, अहाय सः भस्मी भूतः | 
यदा. पतन्‌ कन्दुकः भूमि Ala, अहाय उत्पतति | 

(19) स्वस्ति (indecl) - may it be well with—gov 
fourth case 
ये सबदा परेषां हितमेव आचरन्ति, तेभ्यः साधुभ्य: स्वस्ति । 
नास्तिक्यबहुळेऽपि काले ये ` ईश्वरं यथावत भजन्ति तेभ्यः आस्तिकसऽ 
स्वस्ति । 


प्रतिकूलेऽपि अस्मिन्‌ काले ये संस्कृतमभ्यस्यन्ति तेभ्यो विद्याथिभ्यः स्व 


sies CC-Y Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 


Pary e "he 

* 
3. 
ae D. 
, SOE 3 


EX AS 
ae A 
F LC" S : 
~ D -* her +e 
> ey ols 
X “i 
० hc wh 
4 « 
++ 
5 -= B ‘ova 


et 


2C-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA . 2 


RT | ट 3 


228 


(17) मुधा or 74 (indecl) - in vain. 
जासन्धस्य दर्पणः इव TSA प्रज्ञाहीनस्य शास्राध्ययनं सुधा । 
उषरक्षेत्रेषु बीजभ्रक्षेप इव मूर्खाणामुपदेशोऽपि VAT । 
श्रद्धाहीनस्प पुत्रस्य अध्यापनोय पितुः धनव्ययो सुधा | 

(18) aam (indecl) - Instantaneously. 
भोजनकाळे विद्युद्दीप: निर्वाणः, परन्तु अह्ाय पुनः प्रज्वलित: | 
यदा इश्वरस्य इष्टिः मन्मथे पत्तितः, अहाय सः भस्मी भूतः । 
यदा पतन्‌, कन्दुकः भूमि स्पृशति, अद्दाय उत्पतति । ` `` 

(19) स्वस्ति (indeol) - may it be well with—governs 
fourth case. .. 
ये सवदा परेषां हितमेव आचरन्ति, तेभ्यः साधुभ्यः स्वस्ति | 
 जास्तिक्यबहुळेऽपि कारे ये ` इश्वरं यथावत भजन्ति तेभ्यः आस्तिकसजनेम्य: 

. स्वस्ति 1 | 
प्रतिकूलेदपि अस्मिन्‌ He ये संस्कृतमभ्यस्यन्ति तेभ्यो विद्याथिभ्य: स्वस्त | 
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